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This report looks at the negative impact that the representation of female 
game characters such as Lara Croft has on female gamers. The visual 
development of Lara Croft is analysed in a systematic manner by 
comparing the evolution of her appearance from Tomb Raider 1 through 
to Tomb Raider 6.  From this it is concluded that Lara Croft’s depiction 
has not become more appealing to female gamers. Using semiotic theory, 
this report goes on to explore the possible meanings or messages that 
Lara Croft’s image produces and presents to society. The effect of these 
messages on women and children is discussed, together with ways to 
prevent them from recurring in future games. This is followed by a case 
study of the female character, Chase Corrado, who features in the game 
Chase: Hollywood Stunt Driver. The character is analysed in terms of the 
framework and methodology used to analyse Tomb Raider. It is 
concluded that Chase Corrado is one of many female game characters 
who follow the example of Lara Croft in being designed for the male 
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Chapter 1:  Introduction  
A. Introduction to the Study 
Market research indicates that the game industry yields revenues of up to 
$10 billion per annum – clearly illustrating the extent and economic 
power of popular interest in the industry (Cassel & Jenkins 11). As Cassel 
& Jenkins state, this is big business (7).  
 
Male consumers account for around 75 to 85 percent of the sales and 
revenues produced by the game industry (Cassel & Jenkins 11). The 
extensive success of video games amongst young boys has resulted in 
almost total market penetration of that sector.  Thus if companies like 
Nintendo and Sony1 hope to avoid stagnation and benefit from continued 
economic growth, ways of expanding the market and reaching new 
consumer groups will have to be found (Cassel & Jenkins 14). One such 
way is to enlarge the female gamer market (Cassel & Jenkins 14).  
 
A “girls’ games movement” has emerged from an alliance between 
feminist activists (who want to modify the “gendering” of digital 
technology) and industry leaders who wish to generate a girls’ market for 
their games (Cassel & Jenkins 4). This alliance is the source of the limited 
number of academic studies available on women and games. The whole 
question of issues affecting the design of computer/video games for 
women remains a new and relatively unexplored field in academic 
                                                 
1
 Examples of consoles are the Nintendo 64 (1996), Super Nintendo Entertainment (SNES) Model 2 
(1997), Sega Genesis 3 (1998), Sega Dreamcast (1999), Sony PlayStation PS1 (2000), Sony 
PlayStation 2 (SCPH-5000x) (2000), etc. (A Brief History 1) 
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studies.   
 
The available studies suggest that different methods of attracting female 
gamers have been tried. One of these is the use of a female as the main 
character in the game, like the character Lara Croft from the game Tomb 
Raider. It is believed that the sexy female heroine Lara Croft is a feature 
of the Tomb Raider games that has contributed to its huge success and 
so far ten-year existence. So strong is this belief that other game 
companies are following the example of Tomb Raider by using similar 
sexy female protagonists in the hope of achieving the same success.  The 
locally-produced female game character Chase Corrado, from the first 
South African-produced console game, Chase Hollywood Stunt Driver, is 
an example of character design influenced in this way. Chase is the first 
female game avatar to be produced in South Africa and thus represents 
to the rest of the world what can be expected from South African 
character design. One might hope that game developers in South Africa 
would differentiate their games from the rest of the international market 
with fresh ideas and new concepts. The character of Chase (if approached 
with informed design choices through research surrounding game 
characters and debates on the subject) possibly provided an opportunity 
for the designers to attract more female gamers. This thesis constitutes 
the first academic writing on the character Chase and how (through her 
sexualized design) she appears to follow in Lara Crofts footsteps.  
 
Unfortunately, while a female character in a game attracts female game 
players, an over-sexualized depiction of the character does not (Ray 
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181). Furthermore, sexualized images of characters and their implications 
are not confined within the game world but spread through society via 
other media, extending negative impressions and unrealistic expectations 
of women and their appearance. It is for this reason that the 
representation of Lara Croft has stimulated lively debate within the 
gaming culture and more recently within academic studies. 
 
Motivating this study is the desire to create further awareness of the 
effects of sexualized characters on the uptake of games by women 
players. The study will therefore be contributing to the small pool of 
current research on the topic of attracting female gamers to play games. 
Because Lara Croft is a universally recognized character she serves as a 
convenient example of how female characters like her are received by the 
sought-after female market. It is hoped that an investigation of this 
might help provide appropriate direction for designers concerning what 
character design aspects could attract more female gamers.  
 
By identifying aspects of character design that are distasteful and 
sometimes offensive to female gamers, this study aims to show that 
featuring female characters like Lara Croft with sexualized attributes not 
only negatively affects growth in the games market but also the image of 
women in society.  This study will look at whether attention to such 
issues has managed to bring about any changes in Lara Croft’s design 
over her period of existence that could have made the game more 
attractive to female gamers.  After all, it is a problem that Lara Croft’s 
sexuality is linked to her success and is inspiring game designers to 
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sexualize future character designs.  
 
A note on terminology: 
In this study the terms ‘computer game’ and ‘console/video game’ will be 
used more or less interchangeably. In actual fact, the term ‘computer 
game’ refers to games played on a home computer, whilst the term 
‘video game’ refers to games that are played in arcades or on console 
game systems such as Sega or Nintendo (Cassel & Jenkins 37).  
 
A note on the biographical information provided: 
This paper provides biographical data on quoted authorities, because the 
field of game criticism is not yet accepted as an academic discipline and 
there is a dearth of published material. In fact it is rare to find a 
theoretical book that contains the word “games” in the title (Juul 1).2  As 
Kurt Squire3 states, very few researchers have studied the field (2) and it 
is largely unexamined (Squire 3). It therefore makes sense to provide 
information of a biographical nature on sources quoted in order to 
support their attributed status as authorities in the field.   
 
B.  Introduction to Lara Croft 
Lara Croft was the brainchild of designer Toby Gard, who brought her to 
life by sketching the ‘perfect woman’ for the computer game Tomb 
Raider, produced by the Core Design4 game development studio. Varma’s 
Lara Croft: Lethal and Loaded DVD states that Tomb Raider was released 
                                                 
2
 Jesper Juul is a PhD student in computer games at the IT University of Copenhagen.  
3 Kurt Squire is a PhD candidate in Instructional Systems Technology at Indiana 
University and is currently working as a research manager at MIT. 
4
 Eidos Interactive is Core’s British parent-publishing corporation (Poole 2). 
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in 1996 and has become one of the most successful games of all time. 
According to Kurt Lancaster, over twenty-one million copies of the game 
have been sold (Lancaster 87).  
 
Several factors are said to have contributed to the success of the game. 
These include technical innovations such as the character movement, 
which was considered revolutionary at the time that the game first 
appeared (Poole 25). Jeremy Heath Smith (managing director of Core 
Design) claims that by featuring a navigable three-dimensional game 
space, Tomb Raider was the first fully interactive 3D game that people 
had seen (Varma). In her essay “Lara Croft: Feminist Icon or 
Cyberbimbo?,” Hellen W. Kennedy points out that, with its simple but 
atmospheric soundtrack and degree of (previously unachievable) 
cinematic realism, the game deployed the latest in technical advances in 
game design (Kennedy 1).5 Other innovations in the design and 
construction of the game, such as the gameplay, immersion, the 
engaging gamespace and narrative, as well as the controversial and 
opportunistic use of a curvaceous female lead (Kennedy 1, 2) also added 
to Tomb Raider’s success.  
 
Starting her career as the female protagonist within a computer game, 
Lara Croft has since achieved success beyond any expectations, 
appearing in many different contexts and in several different media. In 
the documentary film Lara Croft Lethal and Loaded it is argued that Lara 
is no longer just a character in a game, but is now a celebrity in her own 
                                                 
5 The designers are constantly in pursuit of greater realism and the game’s graphics keep 
improving.  
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right. Lara has starred in TV commercials, movies, books and magazines, 
to mention but a few of her achievements (Lancaster 87).6 Models have 
been hired to represent her in real life, numerous items of merchandise 
have been based on her,7 and a significant number of Internet websites 
have been dedicated to her (Lancaster 78, 87). It is no wonder then that 
Lara Croft has been referred to as a “cultural phenomenon” (Lancaster 
88).  
 
Clearly, Lara Croft has become an icon in the history of games and game 
development, through not only her achievements as a game character 
but also as a prospective role model for female gamers. To explore the 
notion of Lara Croft as a female gaming icon we must first digress briefly 
to examine the role of women in gaming (both as gamers and 
protagonists) from an historical perspective.  
  
                                                 
6
 Douglas Coupland’s “Lara’s Book” and the German Lara Croft Magazine  (published by 
Eidos Interactive Germany) are dedicated to her, 2 motion pictures about her have been 
created (with the lead character played by the actress Angelina Jolie in the movies Tomb 
Raider and Tomb Raider: The Cradle of Life). She also appeared on the cover of The Face 
magazine in June 1997 (Poole 3). 
7
 The products range from the conventional T-Shirt to mousepads, calendars, watches, 
clocks, statues, a deck of cards, stickers, posters, wallets, bathing robes, etc. 
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Chapter 2:  A brief look at how games and characters within 
games favour the male gender  
 
As mentioned previously, there appears to be a paucity of female gamers 
within the gaming market. There are a number of reasons for this, which 
become evident when one looks at how frequently games have been 
gendered in favour of males. 
 
It appears that all the customary associations with games are masculine, 
from the games console to frequency of play. Surveys done in 2003 
indicate that the possession of a games console, game preferences and 
frequent play are all aspects associated with the male gender (Kerr 271). 
This set of associations might have caused females to avoid games. In 
their book In Front of the Children: Screen Entertainment and Young 
Audiences, Carl Bazalgette & David Buckingham state that when video 
games first started to emerge, research at the time suggested that they 
were a hobby practised primarily by males as opposed to females (188).8  
 
Computers are usually rated as more masculine than feminine by both 
boys and girls (Canada & Brusca 1). The use of a computer is generally 
considered to be a masculine activity rather than a feminine one (Cassel 
& Jenkins 12).  It would seem self-evident that the way in which 
computers are perceived by women would influence their interest in 
                                                 
8
 Cary Bazalgette is the Principal Education officer at the British Film Institute and has 
published widely on media education.  David Buckingham is a lecturer in media education 
at the University of London Institute of Education and has led several research studies on 
children and the media. 
                                                                                                                 de Klerk
   
 
14  
games. But contradicting the notion that women might be avoiding 
computers and therefore computer games, the percentage of gamers 
who were female was estimated in 2006 to be 43 percent (Wells 1). This 
indicates that the perception regarding computers being related to the 
male gender could be changing. Nevertheless, it is significant that Tomb 
Raider comes in the PC format, which makes these historical arguments 
relevant: the game’s format could have contributed to the lack of interest 
in it among females.  
 
Other than the format of the game, further barriers to female 
participation in games are that the topics of the games are mainly male-
oriented and may consequently not be as appealing to potential female 
users as they would be to male users (Canada & Brusca 8). It makes 
sense that more games have been targeted at boys, given that more 
boys play computer games than girls (Cassel & Jenkins 14). Video games 
have become common in children’s playrooms but tend to be focussed on 
what boys find interesting such as sports, adventure and combat (Cassel 
& Jenkins 90). So-called ‘pink software’ has only recently established a 
playground for girls by promoting games such as “Barbie Fashion 
Designer,” which was released in 1996 and which is said to have been 
the first in entertainment software to garner a mass market of girls 
(Cassel & Jenkins 90, 46). 
 
Another aspect of games that has added to the market being perceived 
as predominantly male is the gender of the protagonists in early games, 
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which was mostly male.  Schleiner9 writes of a time when the avatars 
were almost always constructed as male (1). Children Now, a child rights 
campaign, found through a study conducted in December 2001 that only 
16 percent of all game characters were female (Hill 2).10 Before Tomb 
Raider there was a general absence of female roles in games, not to 
mention female leads, which indicates the change that Lara embodied by 
being a female lead within a game. Toby Gard states that having a 
female lead in a game was unheard of at the time that Tomb Raider was 
first released. In his article “Lara’s Story,” Steven Poole claims that the 
marketing gurus didn't like the idea of a female avatar11 in the game 
because they believed that it would detract from sales (2). The success of 
Lara Croft and the research surrounding female characters in games 
indicates just how wrong this perception was. What is significant is that 
Lara became known as the first female protagonist and yet a large 
percentage of the game sales were to men.  One would tend to assume 
that a game with an empowered female character would attract more 
female players (Cassel & Jenkins 30).   
 
Recent research indicates that girls want to identify with characters or 
play as the main character (“Girls and Video Games” 1), and Tomb Raider 
provided an opportunity for them to do so. Identification occurs when 
players experience a feeling of inhabiting a character’s personality or 
                                                 
9
 Anne-Marie Schleiner has curated online exhibits of game mods [i.e. modifications] and 
add-ons, including the exhibits “Cracking the Maze:  Game Patches and Plug-ins as 
‘Hacker Art’,”  “Mutation.fem” and “Snow Blossom House” (Schleiner 1). 
10
 Children Now is a national organisation that wants to ensure that children are the top 
public policy priority. They focus on the following issues:  health, education, media and 
investing in children (Overview 1). 
11
 An avatar is defined as the character (or characters) that the player controls in the 
game world (Glossary 1). 
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imagine themselves to be that character. This identification and the 
experience thereof is one of the features that make games so enjoyable. 
Cassel and Jenkins write of the game user being invited to imagine 
himself as the hero (Cassell & Jenkins 311). The fact that there is no 
narrator (Cassel & Jenkins 311) makes the player responsible for the 
actions of the character. Eventually the character (who can be referred to 
as the middleman) becomes insignificant and is replaced by the player 
himself as he is absorbed into the game world. 
 
In her book Lara Croft Cyber Heroine, Astrid Deuber-Mankowsky quotes 
the philosopher Sybille Krämer, whose idea of the concept of virtual 
reality adumbrates an explanation of this experience of identification. 
Krämer proposes imagining a mirror that one can enter so as to start 
interacting with things in another world (Deuber-Mankowsky 32). One’s 
imagination makes it possible for one to enter a different world and leave 
one’s own behind. Deuber-Mankowsky writes that one does not require a 
data suit or a head-mounted display (as is needed for a virtual reality 
experience) to immerse oneself in the Tomb Raider game’s interactive 
movie experience (37). However, this is not the case when it comes to 
female game players. 
 
For it is not only a game’s having a female protagonist that has 
implications for the potential female market, but also the way that the 
female character is represented. Lara Croft, the first female avatar in a 
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game, set an example and created expectations of how subsequent 
females would look.  
 
Up until the 1980s, female characters in computer games (if included at 
all12) were, for the most part, “damsels in distress” (Ray 21), and 
generally represented in the following stereotypical ways: 
 
A. The female as an object to be retrieved or rescued (Ray 29).  
The occasional representations of female characters were limited to the 
princess offered up as a reward in games like Prince of Persia and Double 
Dragon. Women were seen as trophies rather than characters in their 
own right.  Ray claims that this break from the princess cliché to a 
strong, independent woman has made a significant contribution to the 
success of Tomb Raider (32). Lara Croft was depicted as a tough, self-
reliant, intelligent woman in a leading role within the game (Cassel & 
Jenkins 30). She therefore embodied an important change, and it is no 
wonder that she has become an icon for the role of women in gaming 
(Cassel & Jenkins 30).  
 
Lara’s violent behaviour is a sure indication that there is a tough side to 
her personality, and it is this strength that appeals to women. Lara is 
seen by some as a role model who encourages girls to stand up for 
themselves (Lancaster 95).13  
                                                 
12
 Research in 1992 showed that 92% of games featured no women (Girls and video 
games 2). 
13
 Kurt Lancaster was formerly a member of the adjunct faculty in Comparative Media 
Studies at MIT and in the Department of Drama at New York University’s Tisch School of 
Art. 
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Female players view Lara as an attractive role model (Cassel & Jenkins 
30). In The Medium of the Video Game, Mark J.P. Wolf claims that Lara is 
regarded by female players as a powerful warrior icon who empowers 
them to express their sensuality and strength (Wolf 179). But Miranda 
Sawyer argues that because the player controls Lara, she is really not 
threatening at all (Sawyer 70). In any case, strong female characters are 
not necessarily a desirable alternative (to helpless female characters for 
instance), because they engage in violent, aggressive behaviour 
associated with male characters (“Gender Stereotyping” 2). Interestingly, 
the first Tomb Raider game was practically identical to its predecessor, 
Rick Dangerous, in its gameplay – so much so that Lara Croft Magazine 
wrote that the only differences were the graphics and the sex of the main 
character (Deuber-Mankowsky 14). Lara is referred to by Deuber-
Mankowsky as “this three-dimensional female Indiana Jones” (14), 
suggesting that Lara is ultimately only a female shape with male 
characteristics, or a male disguised as a female. (Deuber-Mankowsky 
points out that changing the sex of the game figure served effectively to 
“camouflage” the similarities between Indiana Jones and Tomb Raider.)  
Is it perhaps because of her seemingly male attitude that the feminine 
attributes of Lara’s body (her sexual attributes) had to be severely 
exaggerated? There is no doubt that Lara Croft’s femininity is reduced in 
a traditional manner to her oversized female attributes (Deuber-
Mankowsky 47). And the implication is disturbing: that, in order to be 
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taken seriously as an action hero, she has to act like a male and have a 
body that is exaggerated to be more appealing to men.  
The ambivalence of Lara Croft’s identity is complex. According to Deuber-
Mankowsky, many female players feel that Lara represents them as a 
woman who is liberated, living life to the full and superior to men (1-2).14 
Yet at the same time, as it is put in a review of Tomb Raider, “Gameplay 
consists of you leading the heroine…” (Jane 3), which implies that Lara 
still needs a man to lead her through the various adventures15 and that 
she is neither independent nor liberated.  
Lara’s designer, Toby Gard, believes, that Lara is independent, but points 
out in an interview that strong independent women are the perfect 
fantasy girls because the untouchable is always the most desirable to 
men (Sawyer 67). Thus it is suggested in Varma’s Lara Croft Lethal and 
Loaded that the main reason for Lara’s hold on the game player (perhaps 
the male game player specifically) is that the real Lara Croft will always 
be just out of reach. In a literal sense, too, Lara is always out of reach 
during gameplay (Sawyer 69). This would mean that even the aspects of 
Lara that were introduced to reach more female gamers only make her 
more of a sexual fantasy to men, who already have the gift of Lara’s 
generous chest size.    
 
                                                 
14
 Astrid Deuber-Mankowsky is Professor of Media Studies at Ruhr University Bochum in Germany. 
15
 Later this thesis will show that game magazines have also been marketed to males, 
which means that the reviews they contain are aimed at male readers. 
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It could therefore be concluded that Lara’s male-like attributes only serve 
to render her more desirable to male gameplayers: “Contrary to the 
hopes that some feminists placed in her, Lara Croft promotes the 
reduction of women to their female bodies” (Deuber-Mankowsky 58). 
Thus Steven Heller (amongst others) questions Lara’s feminist credentials 
by saying that her fame may be due more to her large breasts than her 
kick-ass attitude (150), while Violet Berlin is adamant that Lara should 
not be promoted as a ‘girl power’ icon because she is in reality designed 
for men (Sawyer 70). 16  
 
Lara’s strength makes her stand out as an improvement over previous 
female game characters, but women do not want to be depicted in games 
as what has been referred to as “the Lara Croft/big breasted Bond babe 
variety” (Croft 3).  
 
Helen Kennedy speaks of the challenge of “trying to decide whether 
[Lara] is a positive role model for young girls or just that perfect 
combination of eye and thumb candy for the boys” (1). But in the light of 
the arguments given above, there is no decision to be made, given that  
even the few aspects of the game that may have been incorporated to 
appeal to women apparently end up appealing more to men. In this 
perspective, Lara Croft is just another instance of the depiction of female 
game characters as sexual objects.  
 
 
                                                 
16
 A new technology writer and broadcaster. 
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B. The female is depicted as a sexual object 
The attempt to use Lara Croft to attract female gamers has been 
hamstrung by her abundant sexuality. It is not coincidental that 177,000 
of the websites linked to Lara have to do with pornography of some sort 
(Deuber-Mankowsky vii), nor that Playboy recognised the money-making 
potential of featuring Lara in the magazine (Deuber-Mankowsky 4).   
Steven Heller specifically refers to Lara Croft as emphasizing the game 
industry’s interest in creating space for empowered female representation 
whilst also catering for gamers “hungry for testosterone driven play” 
(148). Lara Croft is just one example of the way in which female 
characters in games are portrayed sexually to attract male players.   A 
1998 study performed at the University of Central Florida in Orlando, 
Florida, discovered that in a sample of 33 popular game titles, all 
manufactured by game leaders Sega and Nintendo, 28 portrayed women 
as sex objects (Veen 2).  
 
Ray mentions that when a female avatar is hyper-sexualised, it is most 
likely that a female player won’t even consider the game (181). 
According to Amy Veen, who writes for Wired News, Lara Croft is a 
hyper-sexualised female caricature because of her breast size and small 
waist (1). Physical features believed to be sexually appealing, such as 
legs, eyes and breasts, are overstated and “brought together into a 
completely artificial yet extremely seductive image” (Hamilton 3). Large 
breasts on a game character, referred to by most theorists as ‘eye 
candy,’ may be pleasing to male players but appear to act as a barrier for 
female players (181). In addition, it is interesting that many male players 
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are indeed willing to play as Lara Croft, considering that she is a female 
protagonist. By playing Tomb Raider, men thereby transfer their male 
personality onto the female character. The man is in fact giving up his 
identity to become Lara in the game.  It is debatable as to whether this 
transference of male characteristics onto a female character in some way 
empowers or diminishes the player. Cassel & Jenkins are of the opinion 
that Lara Croft does not exist to empower women but to give men, 
through play, the opportunity to experiment with the experience of 
disempowerment (31). Lara Croft’s overstated feminine characteristics 
have also been considered as enabling male enthusiasts to overcome 
their resistance to transgender identification (Cassel & Jenkins 31), while 
Kennedy feels that male players are provided with the chance to explore 
alternative versions of themselves through playing as the active female 
fantasy figure, Lara Croft (7).  
 
Arguments that have attempted to explain male gamers’ close trans-
gender identification with Lara Croft indicate that male identification with 
a female figure offers a heightened sense of vulnerability or risk that 
does not endanger conventional conceptions of masculine potency and 
courage (Cassel & Jenkins 30-31). But Kennedy argues that it is much 
more likely that the pleasures of playing as Lara have more to do with 
mastery and control of a female body within a safe and non-threatening 
environment (6).  
 
Lara was selected by the gaming masses as the late 20th century’s 
newest pin-up girl (Heller 150), indicating once more her presence as a 
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male fantasy.  This does support Hill’s statement that at her first 
appearance in 1996, Lara Croft was regarded as revolutionary, but that 
with her exaggerated proportions she was indisputably designed for the 
male market (2). An editor of a leading German feminist magazine 
declared that, as a heroine in a visual world populated with so few female 
action figures, Lara Croft is a gift of such importance that women have no 
choice but to accept her oversized feminine attributes as a necessary 
tribute to the male world (Deuber-Mankowsky 1).  
 
According to Jason Hill, Lara was the inspiration for what soon became an 
army of replicas with even bigger breasts and smaller waists (2). This 
suggests that instead of setting an example for other designers with a 
view to expanding the female market, it is more likely that Lara panders 
to the already dominant male market. It seems that other game 
developers observed the success of Tomb Raider and presumed that this 
success was a function of the game’s highly sexualised character.  
 
Lara is not only strongly sexualised: she is simply unrealistically shaped. 
Game characters who are unrealistically shaped drive female players 
away because these characters convey negative messages to and about 
women as well as add to women’s general insecurities. This is because 
when they are playing a game, players want to identify with the 
characters (Cassel & Jenkins 60). Characters who are designed with 
unrealistic, ultra-thin figures and are as sexualised as Lara Croft, are 
harder for women to identify with. 
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Lara has been described as having thin thighs, long legs, “a waist you 
could encircle with one hand, and knockers like medicine balls” (Cassel & 
Jenkins 338). Lara’s thin yet busty figure is attractive to a male audience 
(Cassel & Jenkins 338). It is these features that make the character a 
male fantasy that is hard for women to live up to (Cassel & Jenkins 338). 
This once again undermines the idea that Lara can be a positive role 
model. She is perceived by some as the ultimate supermodel and thus 
the ultimate male fantasy, a woman who never becomes overweight and 
never ages (Lancaster 89). Some believe that Lara and similar female 
characters are designed solely as male fantasy figures: Christine Gailey, 
for instance, maintains that the female characters in today’s games are 
entirely predictable boys’ and men’s fantasies (88). Cal Jones (Reviews 
Editor for PC Gaming World) feels that although men find Lara sexy, 
women complain that her anatomy simply isn’t achievable (Cassel & 
Jenkins 338).  
 
Just how unrealistic is Lara’s figure? In her article “Lara Croft: The 
Ultimate Byte Girl,” Miranda Sawyer says she believes that if a real 
woman was shaped the way Lara Croft is, she would fall over (70). Lara’s 
proportions, just like Barbie’s (if translated into human proportions, 
Barbie would have measurements of 38-18-34), set an unrealistic 
standard of beauty (Basic 1). This causes women to feel that the 
characters do not represent them and they therefore lose interest in the 
games (Cassel & Jenkins 61).  
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Lara and other game characters who are shaped like her affect women in 
two distinct ways that are disempowering: 
1. They affect women’s self-image 
In her book Unbearable Weight: Feminism, Western Culture and the 
Body, Susan R. Bordo17 simply states being beautiful in this day and age 
means having a slender figure (32). Portrayals of women in the media 
reinforce this, with the result that women come to feel insecure about 
their weight and body image. Felicity Edholm point out that the women 
who appear in these images throughout the media are presented as 
objects of desire, for men as well as for other women (Edholm 156). 
Edholm state that women feel the need to identify, imitate and meet the 
standards set by the women in the images (156).  Thus there is an 
assumption on the part of teenaged American girls that they have to be 
like Lara Croft to be considered attractive, popular and desirable 
(Lancaster 88).  
 
One reason for Lara’s impossible appearance is that she was not designed 
around one real woman; rather she was compiled using features from 
numerous women (Deuber-Mankowsky 59). Female features considered 
by Lara’s male designer, Toby Gard, to be “perfect” were put together to 
create an ideal woman.  
 
                                                 
17
 Susan Bordo is a Professor of Philosophy and Singletary Chair of Humanities at the 
University of Kentucky (amazon.com) 
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But this consideration is complicated by the fact that Lara has been 
represented by real-life models, who are regarded as extraordinarily 
beautiful by society (the meaning of the label ‘model’). The fact that real 
women have represented Lara makes her standard of beauty seem more 
attainable and consequently puts more pressure on women who have a 
desire to look like her. Some feel that to supply the imaginary Lara Croft 
with a real-world referent (i.e. a human ‘model’) reinforces the idea of 
the ideal woman as an achievable, fulfillable reality (Deuber-Mankowsky 
59). 
 
Apparently Lara’s managers at Eidos did what they could to avoid the 
models from claiming to be an actual or ideal embodiment of Lara, thus 
preventing them from acquiring dream-woman status (Deuber-
Mankowsky 58). “Instead of being equated with any of them, Lara was to 
stand over all of them” (Deuber-Mankowsky 58). This is interesting when 
one is reminded of what models have to go through in order to achieve 
their (compared to Lara) ‘somewhat perfect’ bodies – including hours of 
gym work and endless weight watching. And yet now, because of Lara, 
there is an even higher standard of beauty to be met. Lara and those like 
her are obviously not realistic role models for women who work eight or 
more hours a day or have children to raise; yet women nevertheless feel 
pressurized to look like them (Cassel & Jenkins 338).   
 
Van Zoonen points out that the pressures women feel to be slender and a 
pleasure to look at has shaped a generation of American girls and women 
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prone to eating disorders like bulimia and anorexia nervosa (87). What is 
the motivation behind this determination to starve oneself to look a 
certain way? In his book Modernity and Self-identity: Self and Society in 
the Late Modern Age, Anthony Giddens18 writes that routine control of the 
body is unfortunately viewed as integral to being socially accepted (157). 
Thus these ideal representations of women negatively affect not only the 
way women see themselves but also how they are seen and judged by 
society at large. 
 
2. They affect women’s image in society 
The majority of video games are designed by males for males (“Gender 
Stereotyping” 1). The result, according to Children Now, is that almost 
fifty percent of the most popular console video games contain negative 
messages about females (“Gender Stereotyping” 1). In a study conducted 
in 2000, Children Now examined 27 popular games and found that many 
of the games promoted unrealistic body images and stereotypical female 
characteristics such as provocative sexuality (Gender Stereotyping 1). 
This can be quite disconcerting when one realises that children, in the 
process of defining gender, not only build their expectations on what they 
discover through their interactions with others, but also associate gender 
identity with gender symbols like Barbie dolls (or Lara Croft) (Dietz 427).  
Thus, Barbie and gender symbols like her may become accepted by girls 
and boys as the feminine standard (Dietz 427). Deuber-Mankowsky 
points out that children live and grow up in the game world, which 
                                                 
18
 Anthony Giddens is Director of the London School of Economics and political Science 
(amazon.com) 
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represents an important part of society but actually remains closed and 
unknown to most adults and parents (427). Even if the child 
acknowledges the concept that video games are not real he or she may 
still not challenge the ideas and characterizations presented in them 
(Dietz 439).   
 
Video games might not be real, but what about their effects? Deuber-
Mankowsky links the Tomb Raider games with virtual realities involving 
the exploration of imaginable worlds via the senses (33). When these 
worlds are explored they are experienced as being real (Deuber-
Mankowsky 34). Lara, as a virtual figure, contrives to emerge from the 
imaginary space of the game image and represent the body of a real 
woman (Deuber-Mankowsky 57). Deuber-Mankowsky states that Lara 
appears more beautiful, faster, more perfect and promises to satisfy both 
men’s and women’s fantasies of power because in her the ideal of the 
virtual woman has effectively been realized (75). And although this 
feature is not discussed further in this study, it is also apparent that Lara 
Croft  is more realistically depicted with each new game, thereby 
becoming a more realistic representation of what women should look like 
(see Figures 7 - 18). 
 
The child may be more likely to accept the traditional views of women 
found in these video games (Dietz 439). Eugene Provenzo, in his book 
Video Kids: Making Sense of Nintendo, says that these stereotypes do not 
only conduce to the formation of negative ideas about women on the part 
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of the children, but also over time affect the manner in which women are 
perceived more generally within society (100). Kathryn Wright 
(consulting psychologist for WomenGamers.com) puts it unambiguously: 
“the steady diet of media images portraying women as sexual objects … 
affects how we see women and their role in society” (Veen 1).   
 
Funk states that numerous girls choose not to play video games that 
present negative gender stereotypes and other expectations that are 
inconsistent with recognized gender schemas (1). The manner in which 
Lara is depicted makes her a stereotypical character. Lara relates to the 
stereotype that a girl’s worth is determined for the most part by her 
appearance, the ideal body being thin but busty (Funk 1).  As soon as 
gender stereotypes are present in video games, stereotypical attitudes 
could be reinforced in any male or female individual who decides to play 
(Funk 1). Thus players may start to form certain ideas and expectations 
about women based on the way they are portrayed within the games. 
Dietz, for instance, found that girls, when exposed to portrayals of 
sexualized women, start to assume that their responsibilities involve 
upholding beauty and sexual appeal (426). 
    
Interestingly, the observations made in this chapter can be summarized 
by looking at the link that Deuber-Mankowsky makes between Lara Croft 
and the following story. She is discussing Teresa de Lauretis’s reading of 
a short passage from Italo Calvino’s Invisible Cities. Lauretis quotes a 
passage from the founding tale of Zobeide that Calvino recounts in his 
novel’s third chapter, “Cities and Desire.” According to the tale, “Zobeide 
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owes its founding to a wonderful dream, one that bears a striking 
resemblance to the experience of playing Tomb Raider” (24). The story 
tells of men of different nationalities having had the exact same dream. 
In the dream it was night and a woman ran through an undiscovered city. 
She is described as having long hair and her naked body could only be 
viewed from behind.  All the men dreamed of pursuing her, but despite 
their efforts each of them lost her.  
   
After the dream the men searched for the city, but never found it, instead 
finding one another – at which point they decided to build a city like the 
one in the dream (Deuber-Mankowsky 24).  It is significant that Deuber-
Mankowsky links this story of a naked woman, a story so obviously about 
sexuality, to Lara Croft. The woman also has long hair, which, as stated 
previously, adds to her unrealistic beauty and sensuality. The dreamworld 
that the woman finds herself in is overrun by men, and she is 
outnumbered – similar to the way in which female gameplayers are 
largely absent from a male-dominated market. The story is completely 
about the desire of males. That the woman in the story is never obtained 
relates to what was said about Lara being untouchable, always out of 
reach, and thereby more of a fantasy for the projection of male desire. 
Interestingly, the men could not find their dream woman in reality – just 
as Lara Croft is a dream woman who only exists in a game world. 
Similarly, her unrealistic figure is only a dream to the many women who 
want to look like her for the sake of attracting men. 
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It appears as though the main reason for female gamers being less 
attracted to Lara Croft than male gamers is her abundant sexuality. The 
character’s design appears to have more aspects that appeal to men 
rather than women. This study will identify these aspects or attributes 
and demonstrate how they contribute to Lara’s overall sex appeal. The 
attributes will be comparatively analysed over Lara’s ten-year existence 
in order to detect any major changes that would suggest whether she has 
become more of a sex object or a female role model.  
 
Figure 1, below, is a screenshot from the Tomb Raider 6 – Angel of 
Darkness game. The outfit that Lara Croft is best known for comprises 
khaki shorts, a tight top and boots, as shown in the screenshot. Since 
Lara always appears in this outfit at some stage in all the games, it will 
serve as a suitable image for identifying the attributes of the character 
that remain constant throughout the games; for semiotic analysis to 
identify messages that are being sent out by these attributes and the 
implications for society; and for observing such changes to these 
attributes as occur in the course of the Tomb Raider series.  
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Figure 1 Screenshot from Tomb Raider 6 – Angel of Darkness 
Source: www.planetlara.com     
 
A female character could be visualized in any number of ways and Lara 
as a character represents some carefully selected design choices (Salen & 
Zimmerman 524). In Figure 1, the features that make Lara Croft a highly 
sexualized caricature can be identified as oversized breasts, skimpy 
clothes, bee-stung lips, long dark hair and make-up. These features, 
according to semiotic theory, can be identified as signifiers. The following 
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Oversized breasts:  
According to Chevalier & Gheerbrant, breasts signify fertility and carry 
the connotation of motherhood (118). But although Lara has large 
breasts, it has been observed that her unrealistic shape (Lara is very thin 
with narrow hips) render her “unfit to give birth” (Gray 2). Other 
connotations of Lara’s breasts are more sexual. Deuber-Mankowsky 
writes of Lara Croft’s breasts as being “the visible markers of sexual 
seduction” (Foreword ix).    
 
To expose the breast is viewed as a sexual invitation, a symbol of 
sensuality or of a woman’s overall physical endowments (Chevalier & 
Gheerbrant 119). Although Lara does not originally appear bare-breasted 
in her games, an exhibition curated by Anne-Marie Schleiner included the 
popular Nuderaider patch, a game add-on that removes Lara Croft’s 
clothing (Schleiner 3).  
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In an interview, Toby Gard, who designed Lara, was asked why he 
provided her with such noticeably large physical attributes. His answer 
was that he felt exaggeration or caricature was the solution to producing 
clearer, more identifiable characters (Gibbon 2). Gard called Lara “a 
caricature of a feisty attractive woman” (Gibbon 2). Thus it can be 
concluded that Toby Gard did exaggerate the breasts intentionally, 
producing a more sexualized (and unrealistically figured) character. 
However, there seems to be some controversy as to why Lara’s breasts 
ended up being so big. In another interview, Gard described the size of 
Lara’s breasts as “a slip of the mouse” (Sawyer 67). He explained that he 
initially wanted to expand them 50 percent but then by mistake 
expanded them 150 percent (Sawyer 67).  
 
Nexus, a male member in the womengamers.com forum, questions why 
sex appeal is used so widely in games when sex is not the key focus of 
the scheme in the majority of the games (Nexus 1).  Most consumers 
purchase a game because it matches an area of interest or certain 
criteria for personal enjoyment, not to satisfy sexual desire (Nexus 1). 
Nexus is of the opinion that game developers who want to concentrate on 
story and character development should only utilize sex appeal where it 
would be logical to do so, instead of generously splashing it all over to 
add appeal and “eye candy” (1).  
 
This strategy on the part of game developers might have been excused in 
the early history of videogames, when designers had to work around the 
restrictions of technology (King 79). With the few pixels available, 
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features such as character design had to be kept simple (King 79).19 
Today the restrictions on graphic design are far lighter and artists have 
immense scope and freedom in developing beautiful graphics and 
animations (Ray 33). Nevertheless, it was decided to give Lara 
unrealistically large breasts, a waist smaller than her head and very well 
rounded buttocks (Ray 33). 
 
In an article entitled “Breast and Chest Size: Ideals and Stereotypes 
through the 1990s,” S. Tantleff-Dunn20 claims that research has shown 
that a larger bust-line is associated with a variety of positive attributes, 
such as popularity and confidence (2). These are supposedly attributes 
that women want to possess, especially in regard to the opposite sex. 
This ideal shape (large breasts with a very thin physique) places many 
women in a dilemma since tall, thin figures with large breasts are not 
likely to occur naturally (Tantleff-Dunn 1). Dissatisfaction with the body 
may lead women to search for dangerous methods of changing it, for 
instance extreme dieting, over-exercising, or obtaining surgery that 
entails an assortment of risks and is a costly alternative with relatively 
permanent consequences (Tantleff-Dunn 2).  Amidst the growing 
popularity of breast augmentation, there have been complaints of 
medical complications and resulting arguments regarding the safety of 
breast implants (Tantleff-Dunn 2).   
 
                                                 
19
  Before this, characters had to be kept simplistic and anime like, with huge heads and 
eyes and tiny bodies (King 79). Super Mario Bros is an example of this. 
20
  Tantleff-Dunn did a study in investigating stereotypes associated with breast size 
through the 1990s. (Tantleff-Dunn 1) 
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Tantleff-Dunn found that women are correct in their belief that men 
prefer women who have large breasts together with a small waist and 
narrow hips (2). It is therefore understandable that women would want 
to achieve this look.  And it is understandable for game designers to use 
it to their advantage to grab men’s attention in order to sell the game 
character and thus the game.   
 
Skimpy clothes: 
Jane Gaines21 discusses women’s clothing in her essay “Fabricating the 
Female Body” (in Fabrications: Costume and the Female Body). She 
suggests that there is often no distinction between a woman and her 
clothing in popular discourse. Therefore, a woman is often perceived to 
be what she wears (Gaines 1). Designer Toby Gard dressed Lara in hiking 
boots, shorts, vest and backpack (Poole 6).  But not just any shorts, for 
the size of her shorts seems to have attracted much criticism.  
 
What does Lara’s outfit make her?  Funk describes Lara Croft as an 
under-dressed, buxom female with a weapon, a gender stereotype that 
implies that power for women is reliant on sexual appeal (Funk 1). Lara’s 
wasp-like waist and enormous breasts are emphasised through her cut-
off shorts and skin tight tank top (Salen and Zimmerman 524). Sawyer22 
points out that since Lara is centred on the screen during gameplay, the 
player is continuously faced with her perfectly rounded behind and tiny 
hot pants (69). But Toby Gard has said that he was moving away from 
                                                 
21
 Jane Gaines is a Professor of Literature and English at Duke University, where she 
directs the Film and Video Program, which she founded in 1985. (Oscar 1) 
22
 Miranda Sawyer is a feature writer for The Observer, Esquire’s motoring correspondent 
and a contributing editor for The Face. 
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the standard scantily dressed female representations during the time of 
Lara’s design, and that Lara’s outfit was an intentional response to the 
digital representations of women around him at the time (Poole 6). Gard 
is referring to representations of women dressed in thongs and S&M 
corsets, for example; he says that he specifically wanted to move away 
from the thigh-length boot-style stuff (Poole 6). Lucien King, editor of 
Game On: The History and Culture of Videogames, regards Lara’s busty 
design as simple when compared to the dominatrix character of Ivy in the 
fighting game Soul Calibur (1999), who appears dressed in a tight 
basque (81) – see Figure 3 below.  
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Figure 3 Ivy from Soul Calibur  
Source: http://www.soulcaliburuniverse.com      
 
Lara Croft might be considered an improvement on this absurdity, but 
Poole says of Lara that she is an abstraction, an animated mixture of 
sexual and attitudinal signs; breasts, hot pants, sunglasses and thigh 
holsters (164).  Lara’s holsters suggestively hint at an impression of a 
garter and girdle, which are associated with sexual provocation 
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(Rubinstein 83). Gard once said in his defence that he didn’t over- 
sexualize Lara because a person (a player, specifically) cannot get 
emotionally involved with a character that has been sexually objectified 
(Poole 6). It is interesting, then, that there are those who see Lara as a 
sexually objectified character. Gard’s sense of Lara, however, was of a 
woman with considerable self-respect (Poole 6). To the extent that Lara 
is not depicted as a stereotypical blonde, she does retain some integrity 
and dignity, but this is in conflict with her large breasts and the skimpy 
clothes that have become her trademark. Even so, is Lara’s outfit 
appropriate? 
 
According to Salen and Zimmerman, Lara’s shorts and tank top are not 
practical (524). Cal Jones23 says that at one stage Lara “wanders around 
in the freezing cold in only a pair of shorts and a vest without so much as 
a pointy nipple in evidence” (Cassel & Jenkins 339). To Nexus it is not a 
matter of forbidding all forms of sexuality in games, but rather about 
coming to a decision as to when such content is suitable in the context of 
the game world (1).  
 
Importantly, Lara’s outfit can only look that good on her particular small, 
hard-to-achieve figure. It is not an outfit that every woman would feel 
confident enough to wear in public. There is also the likelihood that 
should a woman wear such an outfit, she would receive unwanted 
attention from the opposite sex. 
 
                                                 
23
 Cal Jones works as a Reviews editor for PC Gaming World and has been writing reviews 
for more than 6 years – Cassel & Jenkins xvii). 
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All of Lara’s clothing items cling (Anderson-Davila 3). The female 
characters in games are more likely than the male characters to be 
dressed in revealing clothing (Pakingnan 2). Janelle Brown has indicated 
that GameGirlz hopes to encourage the industry to design more of their 
female characters like those in Quake 2 who are dressed in camouflage 
from head to toe and don’t even have a belly-button piercing (Brown 2).  
This approach appears to have been effective, as many gaming 
companies have already approached GameGirlz for recommendations on 




Figures 4, 5 and 6 Close-up of Lara’s face  
Sources: www.tombraiderchronicles.com, www.skribblerz.com, www.bebo.com 
 
One seldom sees Lara’s face during gameplay but now and then the 
camera angle allows a glimpse of slanted brown eyes and luscious lips 
(Sawyer 69). Figures 4, 5 and 6 above show close-ups of Lara Croft's 
face in different Tomb Raider games, and it is evident that she is wearing 
eye make-up. Make-up enhances facial features, hides flaws and enables 
one to appear more attractive to the opposite sex. It is almost as if Lara 
as a character is aware of her prominent features and uses make-up to 
enhance them to attract the player. The question arises: Does make-up 
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not suggest that the wearer wants to be looked at or desired by the 
opposite sex – wants to be seen as better than plain, wants to be sexy? 
Of course since Lara has no cognitive thought processes of her own, 
being merely a product of someone else’s imagination, we must attribute 
these ‘thoughts’ to her designers and their biases regarding the portrayal 
of their character. However, it could also be said that the character Lara 
Croft has developed an identity of her own and has solidified in our minds 
as a persona to such an extent that we could believe that she makes 
these cognitive decisions for herself.  
 
It can be said that the make-up she wears enhances her sexuality. The 
dark shade of her lips makes them appear more noticeable. Scientists 
have found that the size of a person’s lips plays a significant role in 
determining whether they are sexually appealing to other people, 
“Basically, the bigger the better…” (“Lip Size” 1).  Research has shown 
that a small nose, big eyes and voluptuous lips are generally attractive in 
both men and women (“Lip Size” 1). Therefore Lara’s lips can definitely 
be seen as contributing to her being perceived by some as a sex symbol. 
Even Lara’s sunglasses add to her sexuality because of the way she 
provocatively peers over them (Deuber-Mankowsky 65).  
 
By identifying with (or subjecting themselves to) the most up-to-date 
fashion, clothing and cosmetics, girls generate specific and recognizable 
images for themselves (Van Zoonen 26). Thus they attract attention not 
to who they actually are but to the image they have created for 
themselves. The age at which teenage girls are wearing make-up is 
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getting younger and younger, as is the age at which teenagers are 
becoming sexually active (Baker 1).24  
 
Long dark hair:  
Lara Croft’s hair colour is a dark, unnatural shade of reddish brown. 
Though not as sexualized as blonde women in society, according to the 
codes of Anglo-American cinema and television, dark-haired women 
signify sexuality (Van Zoonen 74).  
 
Hair the length of Lara’s is extremely expensive to colour professionally. 
Long hair also requires a lot of patience and effort to be maintained in 
good condition, making it a very time-consuming as well as expensive 
feature.  The promotion of dyed hair can be said to have connotations of 
motivating women to be someone other than themselves and to spend 
money and time on becoming this ‘other’. Samantha Holland writes that a 
woman’s perceived overall focus and commitment to her appearance is 
demonstrated through the amount of time and money that she invests in 
her femininity (64).  
According to Robin Bryer, long hair has embodied Western beauty and 
femininity for centuries:  for example, “the length and abundance of the 
woman’s hair is the prime feature of Botticelli’s evocation of beauty” (8). 
Samantha Holland25 agrees, claiming that long hair on a woman typically 
signifies beauty, femininity and sexuality (60). The fact that long hair has  
                                                 
24
 Debbie Farr Baker is a staff writer for The San Diego Union Tribune. 
25
 Samantha Holland graduated from the University of Sheffield and has a PhD from 
Sheffield Hallam University:  
www.lmu.ac.uk/carnegie/lsm/contacts_24EFFFB859EE48E6BA06CA29AA6D687D.htm 
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often served as a fetish object (Van Zoonen 74) indicates that having 
long hair increases a person’s sex appeal. This obviously makes long hair 
more desirable to women, and to many, the loss of hair signifies loss of 
sexual attractiveness (Holland 62). Could this then suggest that having 
an abundance of hair (as Lara does) makes her especially attractive in a 
sexual manner?  
 
Long hair the length of Lara’s hair is hard to attain and manage naturally, 
which compounds the fact that Lara’s beauty is hard to match.  Shorter 
hair is easy to manage and control, giving the wearer more time for 
socializing and other important activities. However, short hair can be 
seen as unfeminine or ‘butch’ (Holland 62). Many feminists and lesbians 
have used short hair to signify their politics and their sexuality (Holland 
59).  Thus women tend to be judged by society according to the length of 
their hair, and this is an aspect of the high expectations created for 
women by the images circulating in society.  
 
This commentary makes it clear why Lara Croft has been identified as an 
overtly sexualized female character. Since this is one of the reasons why 
females avoid certain games, one would hope that in its ten years of 
existence the Tomb Raider series would have shown some indication of 
its developers taking these issues into consideration. 
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Chapter 3: Evolution of the Lara Croft Figure 
 
 
This chapter will track the changes made to the sexual attributes 
discussed above and to Lara as a female representative from the first 
until the most recent game, spanning Lara’s ten-year existence thus far.  
The images that this analysis draws on are screenshots from the Tomb 
Raider collection of games between the years 1996 and 200326 - see 
Figures 7 to 18 below. 
 
 
                                                 
26
 The brightness and contrast of some of the images have been adjusted for 
observational purposes. 
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Figures 7 and 8 Screenshots from Tomb Raider 1: The Scion of Atlantis 
Source: Personal screenshots by author.  
 
 
Figures 9 and 10 Screenshots from Tomb Raider 2 – The Golden Mask 
 
Source: Personal screenshots by author. 
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Figures 11 and 12 Screenshots from Tomb Raider 3: The Lost Artefact  
Source: Personal screenshots by author. 
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Figures 13 and 14 Screenshots from Tomb Raider 4: Last Revelation 
Source: Personal screenshots by author.  
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Figures 15 and 16 Screenshots from Tomb Raider 5: Chronicles 
Source: Personal screenshots by author.  
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Figures 17 and 18 Screenshots from Tomb Raider 6: Angel of Darkness 
Source: Personal screenshots by author.  
 
When comparisons of the above images were made, and relevant 
material on the subject matter was examined, the following was found:  
 
A.  Breasts, hair and skimpy clothes 
 
1. Breasts 
Lara’s breasts appear fuller in Tomb Raider 2 than in Tomb Raider 1, 
where they have more of a cone shape. In Tomb Raider 3, they look 
somehow heavier. But according to Tricia Gray, Lara’s model in Tomb 
Raider 3 is essentially the same as in Tomb Raider 2, except that in the 
latter, more polygons were used and smoothed out to provide a more 
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realistic match to an actual woman’s body (2). Although it appears that 
the extra polygons were used to increase Lara’s chest size, Gray states 
that Lara’s breast size appears to have decreased by Tomb Raider 3, 
because when Tomb Raider 1 was released Lara’s breasts were pointy 
and almost horizontally triangular, with fewer polygons being used for the 
model at the time (2). Thus, Gray is of the opinion that breast size was 
not purposefully increased or decreased, but was rather an effect of 
improving technology.   
 
Lara’s breasts seem just as big, if not bigger, in Tomb Raider 4 and Tomb 
Raider 5. As the character in Tomb Raider 6 cannot be controlled to pose 
in a perfect side profile, it is harder to determine whether any 
adjustments have been made to her breasts. Nonetheless, any significant 
changes in breast size would have been easily noticeable. It appears that 
Lara’s breast size generally increased in size throughout the series of 
games and, after the first game, became slightly more realistic in shape.  
 
Anderson-Davila27 expressed the same opinion when she wrote that any 
player could see that Lara’s cup size increased with each sequel, as did 
the frequency of occasional suggestive gestures (4). The fact that Lara 
Croft’s breast size was augmented for the most part signifies an increase 




                                                 
27
 Katharine Anderson-Davila is a journalist who joined up with WomenGamers. – 
http://www.womengamers.com/about/contributors.php 
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2. Hair  
In Tomb Raider 1 Lara’s ponytail is tied up in a bun during the gameplay, 
but in the cinematics her hair is the long ponytail that we are familiar 
with.  Lara’s hair seems to grow in length from Tomb Raider 2 through to 
Tomb Raider 5. It might be reasoned that the designers intended to 
indicate the passing of time between the games and Lara’s adventures, 
rather than lengthening her hair to intensify its sex appeal.  Still, there is 
no evidence of any desire on the part of Lara’s designers to make her 
less sexualized in terms of her hair. In Tomb Raider 4 the ponytail is 
quite a bit longer, and incidentally appears to be hanging between Lara's 
legs. The phallic nature of this depiction enhances the sexuality that the 
length of her hair bestows upon her. The ponytail is shorter in Tomb 
Raider 6, but given that the majority of games from Tomb Raider 1 to 6 
have portrayed an increase in the length of her hair, the general 
consensus is that her sexuality has increased in this way. 
  
3. Skimpy Clothes 
Lara’s shorts are unmistakeably shorter in Tomb Raider 2 than in Tomb 
Raider 1. This can be judged by the distance between the straps around 
her thighs and the bottom edge of the shorts that is slanting upwards. In 
Tomb Raider 3 the shorts appear as though they could be a tiny bit 
longer on the outer sides. This change has taken place very discreetly 
and there is still no indication of a definite decrease in the sexuality of 
skimpy shorts. In both Tomb Raider 4 and 5 the shorts show the same 
amount of tightness and appear yet shorter than in the previous games. 
The tightness of the shorts around the buttocks also forms what could be 
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interpreted for the first time as panty-lines, or in this case, perhaps g-
string lines. These suggestive lines disappear in Tomb Raider 6.  Thus the 
shorts decrease in size from Tomb Raider 1 through Tomb Raider 5, but 
then appear a bit longer and without lines, indicating increased tightness, 
in Tomb Raider 6.  
 
In Tomb Raider 1 to 3 Lara wears straps around her thighs, which are a 
part of her gun holster. These straps are left out in Tomb Raider 4 and 5, 
in which case Lara could be regarded as wearing even less clothing. The 
straps reappear in Tomb Raider 6.  
  
The top that Lara is wearing also shows signs of becoming shorter 
throughout the series. In Tomb Raider 1 to 3 Lara’s midriff is covered. 
However from, Tomb Raider 4 to 6 her midriff becomes progressively 




Various minor changes in the representation of Lara Croft suggest that 
the character has generally been given more increases in sexuality than 
decreases. Whilst Tomb Raider 6 does show potential in reducing the 
character’s sexuality as the shorts are no shorter than in any of the 
previous versions and the hair is somewhat shorter, such changes are 
minute and it cannot be said that the character has in fact become less 
sexualized. If it were the case that Lara’s signature outfit had become 
long pants, for example, this might have indicated that Lara’s designers 
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had made an attempt to tone down the character’s abundant sexuality. 
Clothes aside, there has also been an increase in facial make-up through 
the series of games. 
 
B. Make-up and lips 
Facial comparison of Lara Croft in the games Tomb Raider 1 to 6 is 
provided in Figures 19 to 24 below. 
 
Figures 19 to 24 A series of screenshots showing Lara’s face as it develops through the 
game sequels. Source: http://larashots.com/TR1various.html28 
 
 
When figures 19 to 24, above, are compared, it can be seen that the 
amount of make-up worn by the character has increased over time. More 
specifically, in Tomb Raider 1 she is wearing only lipstick, but from 2 she 
is also wearing eyeliner and eye shadow. This is most clearly visible in 
Tomb Raider 6. Thus, in terms of her make-up, Lara’s sexuality has 
                                                 
28
 Figure 19 <http://larashots.com/TR1various.html>, Figure 20 Personal Screenshot, 
Figure 21<http://www.skribblerz.com/screenshots.htm>, Figure 22 
<http://www.skribblerz.com/tr/trc/tr4fhorustemple.htm> 
, Figure 23 <http://www.planetlara.com/picview.asp?file=ScreenShots/tr5scrn_10.jpg> 
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increased from Tomb Raider 1 through 6. Her lips generally remain 
oversized, signifying sexuality and desirability.   
Lara Croft’s sexuality, however, is not shown only through her 
exaggerated physical/sexual attributes. What follows is a brief look at 
other aspects of Lara’s character that add to her sexuality.  
 
It appears that Lara’s behaviour within the game is one of these aspects.  
In one of the scenes in Tomb Raider 3 Lara is about to undress and take 
a shower when she asks coyly, “Haven’t you seen enough?” (“Lara Croft 
Tomb Raider Series,” Womengamers). In Tomb Raider 6, when left alone 
Lara sways her hips from side to side in a suggestive manner. Katherine 
Anderson-Davila has described Lara’s gestures – such as her hip wiggle 
when she does a reverse crawl, her bottom approaching the camera –
“occasionally suggestive” (4). It appears that camera angles are 
sometimes chosen to enhance Lara’s sexual appearance. Another 
example is when Lara is swimming:  “Some of the camera angles are 
objectionable, for example when Lara is swimming the camera zooms in-
between her legs, adding a sense of voyeuristic detail” (“Lara Croft Tomb 
Raider Series,” Womengamers). These camera close-ups together with 
the unrelenting focus on the character in the game have been carried 
through to the Tomb Raider movies in order to recreate the game 
experience (Deuber-Mankowsky 69). Clearly these voyeuristic details 
were not designed to attract female gamers (“Lara Croft Tomb Raider 
Series,” Womengamers). 
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Such images not only put forward one gender as object and the other as 
subject, but also reinforce meaning and power (“A Postmodern Analysis 
of Lara Croft” 1); that is, they are perpetuating the patriarchal bias of the 
society in which we live. When a woman is presented as sexy, for whom 
is she being sexy, posing in those sexy clothes? She is presenting an 
image of herself as a desirable woman; that is, desirable to men. Deuber-
Mankowsky describes the player’s gaze as a continuous exchange 
between the desiring look and the powerful beautiful exhibition (39). 
Therefore Lara’s sexiness caters to the desire of the men she encounters 
(both inside and outside of the game), thus reinforcing their power over 
her and the hegemony of patriarchy. Strengthening this argument is the 
recurring gaze (which mimics that of Hollywood cinema) and suggests 
that “seeing” is masculine (the viewer as male) whereas “being seen” is 
feminine, the characteristic position occupied by the image of the woman 
(Deuber-Mankowsky 40). (This argument is beyond the scope of this 
paper, and it is readily admitted that the above explanation is a 
necessary over-simplification.) 
 
From the images and argument presented above we can see that the 
image of Lara has remained sexualized during the period under 
discussion. The changes that have been (and presumably will continue to 
be) made to her character between game versions are so small that her 
essence essentially remains static. The designers never push her too far 
in one or the other direction because it is possible that they would lose 
their market. If they were to make her too ‘butch,’ they would lose the 
male market that sees her as a ‘fantasy’ woman; if they made her still 
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more sexualized, they might risk losing their female market, such as it is. 
The facts suggest that the designers did not in fact take into account 
women’s objections to the character’s design, nor the impact of the 
design on the percentage of female gamers playing each new game. 
Lara would probably not have become as popular among male gamers as 
she has if it were not for the attributes that make her so sexy. But now 
that she has achieved fame, one wonders what impact it would have on 
her fans if Lara suddenly became a more respectable character, one more 
realistically figured and thus transmitting a more responsible message to 
society about women?  
According to Clarence Page’s article “A Doll for All,” Mattel Toys has tried 
a similar approach and set an example by responding to public demand, 
bringing out a new line of Barbies more naturally proportioned (2).  It is 
said that the changes to Barbie reflect a broadening standard for good 
looks (Page 1).  
 
Lara Croft is an ambivalent character because she is both a strong 
independent woman and a highly sexualized one: “a figure of 
empowerment, oscillating between subject and object, she excites 
identificatory and masturbatory fantasies” (Deuber-Mankowsky viii).  
The fine line between a successful gender representation and a 
problematic one is therefore highlighted. Is it possible to create a 
character that appeals to both men and women, as well as one that 
indicates a strong, empowered female presence in society? 
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But before this question is addressed, it will be shown in the following 
chapter that the issues affecting the interests of female gamers in a 
negative way do not stop at the design of gaming characters.   
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Chapter 4: Lara Croft and Gender Bias: Some Further 
Considerations 
A. Further aspects internal and external to the games that make it 
difficult for females to identify with Lara Croft 
 
Lara always appears to be single within the Tomb Raider games, and 
usually without a love interest in her life. This premise enhances the 
notion of her as a kind of men’s plaything. It indicates that she is 
designed specifically for men and not as a character with whom women 
can identify.  It seems as if Lara must always appear available to men 
and yet just out of reach in order to maintain their interest (Poole 25). 
Hamilton writes that the images hold no device to deliver fulfilment but 
what maintains men’s interest is the way in which both sexual possibility 
and impossibility are simultaneously and continuously offered (8).  
Interestingly, Lara's sunglasses can be viewed as a sign that adds to her 
inaccessible image. Deuber-Mankowsky writes that dark glasses on a 
female make her seem more out of reach (65).  
 
As opposed to male action heroes such as Indiana Jones or James Bond, 
who always have numerous women devoted to them, Lara as an icon is 
required to stay single (Poole 25).  It was presumably intended that male 
audiences would identify with heroes like Jones and Bond and their 
success with women, and not that women might desire them the more 
(Poole 25). Lara Croft is an opposite instance, as her character is 
predominantly aimed at men who might desire her and not women who 
might identify with her (Poole 25). 
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Core Design also introduced a cinematic point of view whereby the 
viewpoint of the player is that of the camera that follows Lara closely 
during gameplay; in this way the player is positioned in such a way as to 
look at her from behind for the majority of the time (Poole 6).  In many 
cinematic point of view games, the player sees the game world through 
the eyes of the protagonist, with only two weapons in view at the bottom 
of the screen.  In such cases the player has little option but to identify 
with the protagonist, whereas in Tomb Raider what unfolds is more of a 
shared adventure between the player and Lara: the player is encouraged 
to identify with her situation as one would with an action hero on the big 
screen (Poole 6).  It has been said that this point of view, as is often the 
case in Hollywood movies, is exploited primarily for its voyeuristic 
potential (Deuber-Mankowsky 71). It appears that the experience of 
cinema typically enfolds two opposing structures of pleasurable viewing: 
the first is a voyeuristic pleasure that occurs as a result of stimulation by 
what is seen, and the second is a vanity that grows out of identifying with 
the image (Deuber-Mankowsky 41). But while feelings of responsibility 
for Lara are aroused, in the event of her death in the game the player 
does not experience it as his own death but rather only as Lara’s (Poole  
6). This suggests once again that Lara may be an empowered woman, 
but she nevertheless still depends on the guidance of the (male) player, 
her fate entrusted to his safekeeping. Tricia Gray argues that it is as if 
men were so infatuated with Indiana Jones that they created a female 
version of him to meet their needs, a beautiful woman they could control 
(2). Gray seems to feel that it possibly comes down to a perverse fantasy 
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of power in that the idea of controlling women seems to appeal to men 
(3).  
 
A game avatar can be conceived of as both subject and object at the 
same time: as on the one hand, a mask to be worn, and on the other 
hand, a tool to view and manipulate (Salen & Zimmerman 526). Thus it 
appears that the camera angle from which Lara is viewed throughout the 
gameplay was chosen to emphasize the avatar’s status as object or tool, 
to provide voyeuristic pleasure for male players. If a first person shooter 
camera angle had been chosen, the player would have experienced the 
game from the perspective of the character.  And a first person shooter 
camera angle would have made it easier for female gamers to identify 
with the character because they would not have been constantly 
reminded of her sexual attributes while playing. 
 
Some dialogue within the game also indicates that players are not 
expected to identify with Lara. At the beginning of the game, training 
takes place within Lara’s house. Lara says, as if talking to the player: 
“Welcome to my home. Feel free to look around” (Hamilton 2). The fact 
that she is referring to the structure as her house and not the player’s 
house suggests that the player is not intended to become the character 
(Poole 85). If this is the case, if the player is not supposed to identify 
with Lara, then women players are in a sense excluded. For men, on the 
other hand, this could be advantageous because they don’t have to feel 
that they are giving up their masculinity to become a female: rather they 
remain in a position of power, controlling a female. 
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B. Further aspects of the game that favour male game players rather 
than female game players 
 
The Tomb Raider games also favour males when they are looked at in 
terms of ‘feminine’ game structure attributes versus ‘masculine’ game 
structure attributes. 
 
A great deal has been written about the differences between games that 
appeal to male as opposed to female gamers. This section will focus only 
on the attributes of games that appeal to both women and men, with 
specific reference to the Tomb Raider games.  
 
Identification of Character 
Beal argues that females have a preference for games that present them 
with a character with whom they can identify (Beal 3).29 They are also 
more likely to identify with non-stereotypical characters (Beal 3).  
Thus, as was argued earlier, Lara Croft’s enhanced and stereotyped 
sexuality reduces her appeal as a character with whom female gamers 




                                                 
29
 Vangie Beal aka “Aurora”, director of GameGirlz.com, contributes to several computer 
games websites and helps run several other women and games resources. Beal has a 
deep involvement in gaming, having headed up the first all-girl Quake clan, PMS.  She 
also works on the Da Valkyries website, tracking female “warrior” games and as a 
correspondent for the Planet Quake gaming site (Brown 2). 
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The Main Character 
It is important to females to be able to play the role of the main 
character. Lara presents female game players with the opportunity to 
play and experience Tomb Raider as the main character. Usually action 
adventure games that present the player with plenty of combat and 
opportunities to explore (as is the case with Tomb Raider) feature male 
characters in the leading role (Salen & Zimmerman 324).  Introducing 
Lara Croft as a female lead is said to have been in a way an intervention 
in the cultural rhetoric of gender (Salen & Zimmerman 524). 
 
Genre 
As previously mentioned, Jenkins classifies the Tomb Raider series of 
games as belonging to the action adventure genre. This genre originated 
from what were considered to be ‘boy’s game’ side scrollers (Salen & 
Zimmerman 524).30 However, it appears that girls also enjoy adventure 
games (“Girls & Videogames” 1). As a female character in a game which 
contains a lot of action and adventure, Lara Croft is re-working the male-
dominated action genre (Kennedy 2).  
 
Action and Character Tasks 
Studies have shown that girls favour game formats that do not feature 
shooting, violent action or aggression (Cooper, Hull & Huff 421). Thus in 
terms of aggressive themes, Tomb Raider favours the preferences of 
                                                 
30
 Side scrollers are games typically associated with arcade games, the like of Super Mario 
Bros. The word refers to a genre of game where the gameplay itself is viewed from a side 
view and the characters move from left to right on the screen. The character can normally 
only perform basic moves such as attack in a straight line, move from left to right and 
climb up and down. Games like this normally advance in the form of levels.  
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boys rather than girls. Action and shooting are ubiquitous traits in Tomb 
Raider (Perry 1). Lara Croft has to defeat evil gangsters and kill 
dangerous animals, which are hardly stereotypically feminine pastimes 
and presumably make it harder for female gamers to identify with her. 
Lara carries two guns, which are obvious symbols of masculine 
orientation (Cooper, Hull, Huff 420). And apparently boys enjoy games 
that offer them the ability to shoot or propel objects through space 
(Cooper, Hull, Huff 421). Lara’s exploits, comparable to those of James 
Bond or Indiana Jones, are without a doubt the sort of adventures 
traditionally associated with men (Deuber-Mankowsky 46).  
 
According to Michael Lewis,31 males prefer games in which the character’s 
aim is to outsmart the opponent, whereas women feel a need to decipher 
and understand their opponent (2).  Boys also prefer overt competition in 
which enemies are defeated immediately, as is the case in Tomb Raider 
where Croft shoots to kill. Girls prefer covert competition in which the 
conflict is subtle and sneaky (Lewis 2). Both “outsmarting” one’s 
opponent and “figuring out” one’s opponent imply intelligent forethought; 
but if we take “outsmart” to mean overt, aggressive strategizing, then 
Tomb Raider is a typical example of the kind of game that boys prefer. 
On the other hand, girls are interested in games that require problem 
solving (“Girls & Videogames” 1) and puzzle solving (“Lara’s Manifesto” 
1), and Tomb Raider features a number of puzzles to be solved (Perry 1).  
 
                                                 
31
 Michael Lewis is author of Liar’s Poker and most recently of Trail Fever, a book about 
the 1996 presidential campaign. 
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It has been shown that girls consider video game violence to be boring, 
irrelevant and unrealistic (“Girls & Videogames” 1). But if there has to be 
violent incident, girls prefer fantasy or cartoon violence to the more 
realistic “human violence” that boys enjoy (Funk & Buchman 222). 
 
Environments 
Tomb Raider is set on Earth or in a realistic environment which 
corresponds with the masculine preference for realism mentioned above.   
But girls also respond positively to realistic themes because they offer 
characters and situations with which they can easily identify (“Girls & 
Videogames” 1). In the games, Lara is presented to us in a number of 
different environments – for example, the desert, dark urban landscapes, 
caves and tombs – which are for the most part wild or “unsafe” and 
therefore masculinized (Kennedy 3). Because of this, her femininity 
appears completely distinctive and her image thereby becomes more 
powerful (Kennedy 3).  
 
Because of the fact that the action genre is usually masculine, having a 
female character in such a world is often seen to be providing at least 
some reparation for a number of inescapably upsetting depictions of 
women (Kennedy 3).  Lara Croft’s presence in a traditionally masculine 
world of adventure (and her implicit rejection of certain patriarchally 
sponsored values and norms) clearly opposes the patriarchal norm that 
locates femininity within the private or domestic space (Kennedy 3). 
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Graphics and Sound 
Girl players are attracted to games with quality graphic images and 
sounds or music (“Girls & Videogames” 1). Enhanced visual and sonic 
features have been increasingly incorporated into the Tomb Raider series 
of games.  
 
Repetition 
It has been argued that one of the main reasons why girls are not that 
interested in gaming is that they find games too repetitive (“Girls & 
Videogames” 1).  Tomb Raider is, unfortunately, one of those games that 
involves a fair amount of repetition, such as the design of certain of Lara 
Croft’s enemies, who seem to be almost clones of each other.   
 
Co-operation 
Tomb Raider does not offer the social element of co-operation that 
attracts females to multi-player online gaming (Funk & Buchman 221).  
 
Sifting through all this information gives one the impression that the 
games in the Tomb Raider series contain some aspects that may have 
been intended to appeal to women, but that these are very few compared 
with the number of aspects that appeal to men. Regardless of what Lara 
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C.Marketing and Promotion 
 
It has been argued that a number of factors within the game add to the 
sexualized manner in which the character Lara Croft is depicted, making 
it hard for female gamers to identify with her and causing them to lose 
interest in playing the game. This depiction of Lara occurs not only in the 
Tomb Raider games but also in the media used to market them. Deuber-
Mankowsky claims that Lara Croft was one of the first virtual figures to 
make the shift from the game world into the reality of the mass media 
(2). She was therefore setting an example for future game advertising, 
which rendered the public’s perceptions of her especially important. 
  
Marketing campaigns presented a buxom Lara Croft in progressively 
more risqué poses to accompany each of the Tomb Raider sequels (Hill 
5). Lara appears to have changed significantly in the transition from the 
game to the media. Deuber-Mankowsky writes that while players (some 
of them young) were watching the female successor to Indiana Jones on 
their screens, a different Lara Croft was coming into view on billboards 
and in magazine advertising (20). Lara is said to have taken on a life of 
her own in the media via her “new” sexy image (Deuber-Mankowsky 20).  
Apparently fans of the heroine angrily protested that Lara’s increasingly 
sexy media image had nothing to do with the game (Deuber-Mankowsky 
20). It seems that there was a discrepancy between what the game-
developers of Tomb Raider expected for Lara Croft in terms of advertising 
and what actually emerged. According to Deuber-Mankowsky this 
discrepancy was due to the acquisition of Core Design by Eidos, which 
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put the marketing of the software company’s games into the hands of a 
multi-national corporation (19). Core Design’s idea of Lara Croft was that 
of a game hero in the tradition of Rick Dangerous, while Eidos viewed her 
primarily as a promotional icon (Deuber-Mankowsky 19). Core Design 
even acquired a court injunction to prevent Playboy from linking Lara 
with the magazine, which would have further distorted her image 
(Deuber-Mankowsky 4). 
 
Adrian Smith from Core has said that Lara’s seductive portrayal in the 
Tomb Raider advertisements was hardly an original sell when it was 
taken into account that 90 percent of game buyers are male (Sawyer 
69).  Smith explains that Tomb Raider was not in fact meant to be sold 
on Lara’s charms. For Core, the two innovative selling points were the 
cinematic imagery32 and the fact that you could see the character 
(whatever she happened to look like) (Sawyer 69).  But while Smith was 
apparently not impressed with the advertising, Gard, Lara’s developer, 
praised the marketers (calling them “clever lads”) for recognizing the 
easy route of promoting Lara’s breasts in their marketing strategy 
(Sawyer 67). Thus there were conflicting opinions within the company as 
to whether the advertising was suitable or not, and questions remain 
regarding the intentions of the company in respect to Lara Croft.  
 
Can one really point fingers at the media for interpreting Lara in a sexual 
way when her image was sexualized from the outset? The media do not 
seem to have interpreted the character unfairly.  It does not help that 
                                                 
32
 Core wanted the scenes to look as though the player were within a film (Sawyer 69). 
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sexuality is a commodity which marketers and image-makers have taken 
advantage of for decades in many entertainment industries (Hamilton 1). 
It is commonly found in the history of advertising that women are 
represented in a sexualized manner.  Sawyer links the Tomb Raider 
advertisements of the nineties with advertising techniques of the 
seventies: “Lara’s appeal is that of a Seventies car advertisement:  a 
half-naked woman being used to sell the machinery beneath her” 
(Sawyer 70).   
 
This shows that Lara has been constructed as a sex symbol and that the 
female market has essentially been ignored (Anderson-Davila 2). An 
example of such marketing featuring Lara Croft would be an 
advertisement for cars manufactured by Seat (“A Postmodern Analysis of 
Lara Croft” 20). One of the commercials in the Seat cars campaign shows 
Lara in a bikini, walking towards the beach while seductively swaying her 
hips. A middle-aged man with glasses, sunhat and a beer belly gawks at 
her.  The man becomes very hot and very red and his ice-cream melts 
away. We follow his gaze, which focuses entirely on her body, the camera 
view only showing Lara from her neck to the middle of her thighs. At one 
point in the advert we see Lara's bottom in full view, which at times fills 
half the screen.  Lara pushes the man into the Seat car behind him, 
switches on the air-conditioning and locks the door (“A Postmodern 
Analysis of Lara Croft” 20). 
 
It seems that the marketers went the extra mile to convince adolescent 
boys that they shouldn’t identify with Lara, but should just gape at her 
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(Jane 3), which helps one to understand why a male would even consider 
playing a game that has a female lead. The question arises as to how 
many boys would play Tomb Raider if they felt that they were in some 
way undertaking a feminine position (Jane 1). Thus Lara had to be 
sexualized overtly to keep the interest of the male market.  
 
In an article for Womengamers, a gameplayer has said that she was 
offended by what she called Eidos’ “transparent efforts to market to 
horny young men” (“Lara Croft Tomb Raider Series,” Womengamers). 
She resented the fact that Eidos so clearly valued the male market more 
than the female one (“Lara Croft Tomb Raider Series”). Other advertising 
involving Lara Croft that could be regarded as offensive to women 
because it is so evidently constructed specifically to appeal to males, 
were the three American advertisements in the Tomb Raider 2 
advertising campaign (Ward 4): 
 
• The first begins by showing an empty basketball court, upon which the 
text “Tomb Raider II” and “Lara Croft” is superimposed. It goes on to 
show several action scenes with fast-paced music added.  The text 
“Where the boys are” is superimposed and the empty basketball court is 
shown again. 
• The second advert is structured identically and includes the same text, 
but in this instance a patronless strip club and a bored stripper are shown 
(“A Postmodern Analysis of Lara Croft” 18).  The concept of the 
advertisements is illustrated through this example:  Among the people 
that the boys have left patronless by going home to play Tomb Raider is 
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an exotic dancer on the stage of an empty strip club; the boys appear to 
have lost interest in the sex industry’s gaze exchange (Ward 4). 
 
The third advertisement in the campaign shows an empty gents’ toilet 
with urinals (“A Postmodern Analysis of Lara Croft” 18). These 
advertisements featured spaces used largely or exclusively by men, 
revealing a clear intention to market to males only.   
 
Advertising is not the only form of media featuring Lara that is aimed at 
males. The reviews and previews were much more concerned with the 
male gaze exploring Lara’s body than the gameplay (Jane 3). A few 
quotations from different reviews serve to illustrate this: “Tomb Raider:  
The Last Revelation … Lara fans may rejoice as Last Revelation also offers 
… the chance to play a Lolita version of Lara, budding breasts and all;” “A 
marketing person’s dream, Lara combines the no-nonsense spelunking 
fun of Indiana Jones with the brazen sensuality of a pin-up queen” (Jane 
3). Rather than bringing girls’ attention to the fact that Lara is an 
empowered female character who can be used to play games, the 
message was more, “Hey boys, check out this chick’s boobs” (Jane 3). 
Toby Gard stated in 199733 that Lara’s bosom was focused on more often 
when it came to marketing (Sawyer 67). Salen and Zimmerman refer to 
Lara as being a type of action slut, a teenage boy’s impression of a 
woman and a digital pin-up girl – a role that literally played out in the 
many provocative full-page images of Lara (524). It is no wonder that 
                                                 
33
 One year after Tomb Raider 1. 
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Lara is to some no more than a toy to be played with instead of an avatar 
to identify with or a personality to inhabit (Jane 3).   
  
It can be concluded from the above discussion that Lara Croft’s design 
appeals much more to males than to females, despite Tomb Raider 
having stood out as a game supposedly designed for both male and 
female gamers.   According to Cassel & Jenkins, when they were creating 
Tomb Raider Core Design made a conscious attempt to appeal to both 
male and female gamers (30). Deuber-Mankowsky maintains that the 
game achieved the goal of attracting men and women, and has thus 
helped to increase the number of female players (9).34 But according to 
Susie Hamilton (PR Manager for Core Design), males aged 15 to 26 were 
from the outset the target audience of the Tomb Raider games (“A 
Postmodern Analysis of Lara Croft” 5). This again indicates the dissension 
within the company surrounding the idea of Lara Croft’s target market.  
Had the company shared a single vision of Lara Croft she might indeed 
have turned out to be equally marketable to female and male players.  
                                                 
34
 Earlier we said that developers felt that they had reached as many males as they could 
and that they now had to find ways to reach female players in order to increase the 
number of users. 
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The Influence of the Industry:5 
As mentioned above, the designers of Tomb Raider claimed to have 
targeted the game at both sexes. However, as we have seen, much more 
could have been done to attract female gamers. Like Tomb Raider, very 
few best-selling games contain ‘girl-friendly’ features (Pakingan 1), even 
with research on the topic readily available. When discussing the topic 
with male game designers, Beal discovered that the overwhelming 
reaction was “We are guys. We don’t know what females want to see in 
games. We design the games we want to play” (1). This lack of interest 
in female gamers is disappointingly arrogant. More game developers 
need to become aware of the information available on making games girl-
friendly, while at the same time retaining their male market. It appears 
as though the collaboration between designers and researchers that could 
ultimately ensure a better future in game design is lacking.  
 
Pakingan points to a huge problem: researchers are accusing game 
developers of producing bad products, and game developers are ignoring 
researchers (2). It has also been argued that the research has tended to  
generalize women’s preferences too much and ignore exceptions to the 
rule: e.g. the fact that there are women who do not only like role-playing 
games, puzzles or adventure games (Pakingan 2). If this is indeed the 
case, then attitudes such as these will prevent designers and developers 
from compromising, and ultimately slow down progress in producing 
better games capable of appealing to a wider audience.  
 
                                                                                                                 de Klerk
   
 
73  
There are indeed certain games that demonstrate that when the research 
supporting female interest in games is taken into consideration, it is 
possible for a wider market to be reached. It has been stated that the 
first Tomb Raider was successfully marketed to girls, but in fact only 30 
percent of its sales were to women (“Girls & Videogames” 2).  
In his essay, “Do Breasts, Blitz & Blood Make a Brand?,” Martin Croft 
argues that game developers would benefit from decreasing the sexist 
imagery in their games. According to Croft, the buyers of games are now 
mainly women in their 30s and 40s, i.e. the mothers of the younger 
generation male game players (2). It is very likely that these mothers will 
not buy games that they think might convey negative messages about 
women to their children. With the added use of credit cards, parental 
control over the buying of games over the Internet is tighter (Croft 2).   
Maria Deevoy35 believes that the industry is maturing and that sexist 
imagery is being used less in marketing campaigns (Hill 1). Kerr reveals 
that there are cases where producers of games (and consoles) are 
making use of advertising to lure females into the gaming community as 
consumers (274). Microsoft, for example, specifically aimed its 2002 
XBox campaign in Japan at women aged 20-40 (Kerr 274). The campaign 
promoted the console as being good value for money and a multiple 
entertainment device (Kerr 274). In addition to this, Microsoft organized 
a range of ‘hands-on’ events within a shopping section in Tokyo (Kerr 
274). Whilst the success rate of this campaign is unknown, the fact that 
women were targeted instead of men ensured an original approach to 
                                                 
35 Maria Deevoy is the marketing manager at Eidos Australia. 
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console marketing (Kerr 274). Another example is Sony, who attempted 
to market the Playstation 2 (PS2) to females as well as males, promoting 
it as an integrated entertainment system rather than a gaming system 
(Kerr 274). 
Mark Finn36 has argued that if we take into account how few designers 
are female, it is to be expected that some women will feel alienated from 
commercial games (Hill 2). Hill claims that most analysts believe that the 
paucity of female game players and women employees in the game 
development industry are intrinsically linked (1). According to Mike 
Wilson,37 the fact that the gaming population overwhelmingly slants 
towards males is leading to fewer women becoming part of the culture 
and therefore the industry (Beal 3). Hill says it is understandable that 
one would think, when walking into the average game store, that women 
do not play games, especially considering that the typical store would be 
filled with male staff and posters of sexy pin-up babes (Hill 1). Beal feels 
that there would be some hope of resolving the problem of sexism within 
games if women could be motivated to consider careers within the 
gaming industry, which in turn would attract more female players (Brown 
2).  
There are a number of advantages to having more women employees in 
the gaming industry that would be beneficial to both genders. Jason Della 
Rocca38, for instance, trusts that an increase in female developers will 
lead to the production of better games (Hill 5). Christopher Sherman, 
                                                 
36
 Mark Finn is a media and communications lecturer at Swinburne University. 
37
 CEO of Ion Storm computer game development company. 
38
 Jason Della Rocca is of the International Game Developers Association. 
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executive director of the Women’s Game Conference, agrees that the 
industry will change for the better with the participation of more females 
(Hill 5). Sherman says getting more women into the process of creating 
games will promote a diversity of ideas, which should consequently lead 
to new types of games and eventually new players (Hill 6).  
There are indications that the industry is actively striving to employ more 
women. Evelyn Richardson, executive director of the Game Developers 
Association of Australia, says local studios are making an effort to attend 
to the gender imbalance and recruit more women (Hill 5). Della Rocca 
estimated in 2005 that women account for 10 to 15 percent of the 
worldwide game development community, compared to just 1 or 2 
percent a decade ago (Hill 4).  
Kim McCarten argues that from the perspective of the design industry, 
the imagery has in fact not changed, even in projects where the majority 
of designers have been women (Heller 168). McCarten claims that the 
reason for this is that female designers are still working from a male 
perspective. Because there are so few of them, they have adapted to and 
become skilled in primarily male environments and therefore produce 
images that reflect this (Heller 168).  
There are, however, companies like Purple Moon that have achieved 
some success in applying what they have learnt about gender differences 
to their games. This company boasts two successful games in which they 
have incorporated these ideas into the game designs (Lewis 3). Another 
example of a successful game where female designers contributed to the 
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design is The Sims,39 which has proven that the market potential for 
females is huge. The Sims has even been named one of the most popular 
commercial games with women and more than 60 percent of The Sims 
players are female (Hill 3). The designers intentionally sought to make  
the game appealing to women (Hill 3). Hill believes that the main reason 
that they were able to succeed in this was that approximately 40 percent 
of their development team and two principal designers were women (3).  
Executive producer of The Sims, Lucy Bradshaw, believes that the game 
attracted a broad player base because players have a lot of freedom to 
play however they wish (Hill 3). Also, the player can feel successful when 
mastering any aspect of the game (Hill 3), in which case winning is not 
the main goal – an aspect that would appeal to women. 
 
Perhaps someday Core will have more females influencing the creation of 
Tomb Raider games, which may lead to female-friendlier versions of the 
game and perhaps even greater popularity and sales.  
                                                 
39
  The Sims is a strategy/simulation computer game created by game designer Will 
Wright, developed by Maxis, published by Electronic Arts, and first released in February 
2000 (Twist 1). 
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Chapter 5:  Comparative Case Study and Conclusion 
 
It ought to be instructive to make a comparison, using a similar 
approach, between the trend-setting Lara Croft and a game character 
more recently produced by the local South African company I-Imagine 
Interactive. I-Imagine Interactive, situated in Johannesburg, South 
Africa, was the first licensed games developer on the African continent.40 
The first XBox game that they released, entitled Chase Hollywood Stunt 
Driver, featured the female lead character Chase Corrado. It is said to 
have sold in excess of 170 000 units in Europe and North America 
(Annexure A). 
 
An interview was conducted with Dan Wagner, founder and Managing 
Director of I-Imagine Interactive, to obtain insight into the character and 
her design (Annexure A). 
It was pointed out earlier that because of her success, Lara Croft has set 
an example for the development of female characters in the future. When 
asked whether the success of Lara Croft from Tomb Raider ever crossed 
their minds or became part of their discussions in the design of Chase 
Corrado, Wagner replied: “I don’t think you can create any female 
heroine in a game without thinking about Lara Croft. We examined the 
way Lara Croft developed using new and more powerful hardware.”  
 
                                                 
40
 Being the first licensed games developer on the African continent, I-Imagine were part of a 
programme with Microsoft to become the first proprietary software developer for Xbox in Africa. 
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This chapter will investigate whether Chase Corrado was simply modelled 
on Lara Croft or whether the designers of this female character took into 
account any of the issues raised in this study concerning female game 
characters and game players.   
Chase Hollywood Stunt Driver was only released in the Microsoft XBox 
format and not in PC format, thus the point made earlier about the 
masculine gender bias of everything to do with computers is in this 
instance irrelevant to the question of sales to female gamers. Chase 
Hollywood Stunt Driver is a game based on stunt driving, which is 
generally considered to be a male pastime. However, given the fact that 
the racing genre is a top selling genre in games (Annexure A) and that I-
Imagine used a female as the lead and only playable character, Wagner’s 
statement that the company was looking for a way to differentiate their 
game from the basic track racing game is logical (Annexure A). In 
addition to this, Wagner states that the brief to develop the game 
indicated having a woman from the start, and the reason for this was 
indeed that it was not the norm.  
It is interesting to note how the perception regarding female characters 
in games has changed since the first Tomb Raider, when marketing 
personnel did not like the idea of a female avatar in the game because of 
a belief that it would hinder sales. In this case, I-Imagine deliberately 
cast a female character in order to set their game apart and ensure good 
sales. 
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Wagner stated in the interview that the racing genre is predominantly 
male but that the company’s core focus is to make the game fun for the 
average gamer – whether male or female. This seems to evidence an 
awareness that female gamers would identify with a female character and 
therefore be attracted to the game. This chapter will discuss what other 
aspects of the game indicate that I-Imagine might have had aspirations 
to reach a wider audience inclusive of female gamers.  
As established previously, it is not merely the presence of a female 
character in a game that affects the potential female market, but also the 
way that the female character is represented. 
Like Lara, Chase is depicted as a tough, self-reliant, intelligent woman. 
Thus Chase also does not fall into the ‘damsel in distress’ category of 
female characters, and female gamers would not be put off the game for 
this reason. 
Chase is also re-working the male-dominated action genre by being a 
female character in a game that contains a great deal of action and 
adventure. Wagner considers Chase Corrado to be a good role model 
because of the fact that she is a young, independent woman who chases 
her dreams and aims high.  
But, like Lara, Chase fails to offer a wholesome alternative to the helpless 
female stereotype because, for example, her actions in the game involve 
the kind of aggression and destruction associated with male characters 
(Annexure B). This places Chase in the same position as Lara, as a 
female (body) with male characteristics, perhaps even a male disguised 
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as a female. In either case, even though she is a strong female figure, 
she cannot be celebrated for her femininity. 
The background story provided by I-Imagine mentions that “[Chase] 
grew up somewhat of a tomboy, duelling neighbourhood boys in tricycle 
races instead of going to ballet classes … Chase already showed great 
interest in her father’s career, which was stunt driving. Instead of 
preoccupying herself with the usual pastimes of girls her age, Chase 
spent most of her time with her father in the garage and on set.” 
(Annexure A). The character’s rejection of stereotypical female roles 
would seem to be in line with the empowerment of women to be 
autonomous agents. But, just like Lara Croft, Chase nevertheless 
contrives to be also (almost literally unbelievably) sexy in a purely 
conventional way.  Once more, as Deuber-Mankowsky says, the 
character’s femininity is reduced in a traditional manner to her oversized 
physical attributes (47). For Chase is unfortunately depicted as another 
example of what has been referred to as “the Lara Croft/big breasted 
Bond babe variety” (Croft 3).  
  
As is the case with Lara, Chase also cannot be viewed as the liberated 
woman one might at first think she is because the gameplay consists of 
the (male) game player leading the heroine. And once again, she remains 
out of reach, an elusive fantasy figure: as Sawyer says, the untouchable 
is always the most desirable to men (67). 
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Thus, as is the case with Lara, aspects of Chase’s character believed by 
Wagner to appeal to female gamers are cancelled out by the features 
that make her a sexual fantasy figure for men.  
One might therefore conclude that the industry is still interested in 
creating space for empowering representations of women, but is unable 
to abandon its primary market of gamers “hungry for testosterone driven 
play…” (Heller 148).  
Chase’s profile identifies her as yet another hyper-sexualized character 
because of her unnaturally large breasts, tiny waist and sexy clothes, 
which together make it unlikely that female players would be drawn to 
the game. Wagner also stated in the interview that Chase was expected 
to be viewed by men as a sex symbol and by women as a sex symbol 
that appeals to men.  
 
The developers justify their use of a sexualized female character by 
rationalizing her marketability and possible franchise opportunities. If 
Chase was less sexualized, however, she might have been more 
marketable to a wider audience that included women. We must therefore 
question the rationale behind Chase’s sexualisation. If the selling point of 
the game is that it is “fun,” as I-Imagine claim, then we must question 
why Chase had to be sexualized in order for the game to be considered 
marketable.  
Chase’s overstated feminine characteristics possibly make it easier for 
male enthusiasts to overcome their resistance to play as a female 
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character.  Kennedy’s argument about male players being more attracted 
to the pleasures of playing Lara because they have an opportunity to 
master and control a female body within a safe and non-threatening 
environment (6) could apply to Chase as well.  
 
It was previously mentioned that the editor of a leading German feminist 
magazine declared that women have no choice but to accept Lara’s 
oversized feminine attributes as a necessary tribute to the male world 
because she is a heroine in a visual world with so few heroines (Deuber-
Mankowsky 1). But what about Chase? She is clearly one of what Hill 
refers to as the army of replicas that followed the example of Lara (2). 
Now that female lead characters have become more common in games 
(and more positively depicted because of Lara), but with feminine 
physical attributes still generally overstated, one has to wonder how long 
women will still be expected to accept such representations. Thus Chase 
is another example of a situation where the designers had the 
opportunity to expand the female market but instead settled for 
satisfying the already dominant male market.   
 
Presumably the game developers had observed the success of Tomb 
Raider and assumed that this success was achieved through creating a 
highly sexualized character. Wagner stated that the idea for the game 
was the company’s own and that they had complete creative freedom, 
but did accept input from the publisher towards the end of the project 
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when they were assigned their own producer. It was the publisher who 
decided that Chase should have excessively large breasts.  
 
Chase, like Lara, is unrealistically figured, which makes her hard for 
women to emulate or identify with. And because she sets an unrealistic 
standard of beauty, she is a negative role model. The disempowering 
effects in terms of women’s self image and their image in society 
discussed previously in relation to Lara Croft are equally attributable to 
the character of Chase. And as was the case with Lara, it appears that 
Chase’s abundant sexuality would be the main reason for female gamers 
to avoid the game.  
 
The significance of Chase’s hyper-sexuality will become clearer when we 
focus more closely on the various attributes that work together to create 
her image, especially with regard to how they changed in the course of 
her development.41 
                                                 
41
 There are no sequels to Chase Hollywood Stunt Driver but the character went through a 
number of changes during her development. This study will show whether she evolved 
into a more or less sexualized representation. 
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Figure 25 Chase featured in NAG Magazine  
Source: http://www.i-imagine.com 
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Figure 25 above is an image of Chase that was used when the game 
featured in New Age Gaming Magazine (NAG). Chase is well known for 
the leather outfit portrayed in this picture because she wears it for most 
of the game. This is therefore an appropriate image to use in order to 
identify and discuss the character’s sexualized attributes (oversized 
breasts, skimpy clothes, makeup, bee-stung lips and hair). 
 
Breasts: 
As previously mentioned, breasts signify sexual seduction (Deuber-
Mankowsky Foreword ix) and because Chase’s breasts are simply 
enormous (perhaps even larger than Lara’s), she is clearly being 
sexualized in this manner.  Chase’s breasts are more exposed than Lara’s 
because of the low-cut top she is wearing, and the exposed breast of 
course signifies sexual invitation (Chevalier & Gheerbrant 119). The fact 
that the outline of her left nipple is clearly visible, barely and tantalizingly 
covered by her top, will not be lost on any male gamers. Chase’s figure 
combines large (and importantly, firm) breasts with a small waist, like 
Lara Croft, and thus sets an unrealistic example for women that implicitly 




Like Lara’s, Chase's clothes appear skin-tight. She exposes a lot more of 
her breasts as well as her midriff. Her pants sit lower around her hips 
than is the case with Lara Croft and although the pants are long her 
entire outfit is leather. Leather has sexual connotations relating both to 
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youthful rebellion or non-conformity (bikers, etc.) and to sado-
masochism. Fortunately Chase’s outfit is not in view as much as Lara’s is 
during gameplay. This is because the game focuses on driving: Chase is 
mainly shown in vehicles and how much is seen of her is dependent on 
the vehicle. For example, on a motorbike her full figure is shown, but in a 
car, only her upper body is visible. Should the player choose to view the 
replay cameras however, he/she will see many different camera angles. 
The sense of voyeurism created by the perspectives in Chase Hollywood 
Stunt Driver and Tomb Raider is therefore higher in Tomb Raider because 
we are always aware of Lara’s sexuality. In this regard, Chase Hollywood 
Stunt Driver might be less likely to deter female gamers – especially 
during gameplay. However, there are parts of the game cinematics in 
which several camera angles focus on her breasts and buttocks (which 
are enhanced by her clothing). These shots are at times full screen, 
focussing only on one specific sexual part of her body.  
 
Is Chase’s outfit appropriate to her line of work? It would seem so, 
because Chase is dressed according to the requirements of the film she is 
doing the stunts for (Annexure A). I-Imagine stated that the outfit was 
chosen to be sleek, easy to manoeuvre in and certainly for its sex appeal; 
but one has to ask whether such a tight leather number is really that 
comfortable or “easy to manoeuvre in”?! The outfit may also be 
inappropriate for certain weather conditions – it doesn’t offer enough 
covering to protect  from the cold and cannot possibly offer comfort when 
driving around in the hot sun as leather is a thick fabric and the black 
colour absorbs heat. As is the case with Lara’s outfit, Chase’s outfit can 
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also only look good on a small, hard-to-achieve figure – like hers. Should 
a real woman wear such an outfit in public she would no doubt receive a 
great deal of attention from the opposite sex. 
 
As mentioned previously, GameGirlz is hoping to encourage the industry 
to design female characters that are not so scantily dressed. Chase is 
unfortunately not yet an example of this. Wagner has however pointed 
out that although Chase changes outfits during the game she does not at 
any point wear less clothing. 
 
Make-up: 
At first glance Chase appears to be wearing very little make-up and 
seems more natural and less stereotypically sexualized than Lara Croft. 
But it may be that her make-up is just more subtle and “classy”: she is 
clearly wearing brown eye-shadow and her flawless skin could well be 
produced by the application of “base”. But there is no doubt that her 
lipstick is a more natural colour than Lara’s, less overtly enhancing the 
sexuality of her lips, which are also of a more believable size. 
  
Hair: 
Chase’s hair is shorter than Lara’s and a natural shade of brown. This is a 
significant improvement on Lara’s strongly sexualized long hair. The fact 
that Chase’s hair is a natural colour and not a colour that would 
necessarily require chemical treatments to achieve perhaps makes it less 
sexualised and more attainable. The length of the hair is also not as 
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sexually appealing as Lara’s, but is long enough to avoid looking 
masculine. 
 
Thus, although Chase appears to be a sexualized character, she is less 
sexualized than Lara Croft because of her shorter hair, smaller lips and 
more natural appearance. Since there has been no sequel to Chase: 
Hollywood Stunt Driver, we cannot comment on the development of the 
character as such. However, comparisons between earlier concept 
drawings of Chase Corrado and later ones can be made. These images 
have all been provided by I-Imagine. An analysis of the evolution of the 
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The changes between the original concept of the character and the final 
rendering are vast. It is clear that Chase has become a great deal more 
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  I-Imagine Interactive supplied the writer of this paper with all the images in this paper 
of Chase. 
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sexualized since her original conception.  From beginning to end her top 
has shortened and her breasts have become more exposed and larger. 
The fact that the breasts are smaller in the concept drawings could 
suggest that it was indeed not initially the company’s idea that Chase 
should have such a large bosom. Her dress code has changed from casual 
jeans and a top that fitted more loosely to the skin-tight leather outfit. 
Changes in make-up are not as obvious. Chase’s hair and makeup are 
also more practical for the type of work she does. It was stated in the 
interview with I-Imagine that her hair colour was originally red, but that 
this was changed for aesthetic reasons to make her look more ‘normal’. 
But we have to ask what constitutes a look of normality. Chase does not 
look ‘normal’: in reality, ‘normal’ women do not look like her. The fact is 
that Chase initially looked quite down-to-earth but subsequently evolved 
into a sex symbol. This sexual evolution is more obvious than was the 
case with Lara Croft, for in the original designs Chase was conceived as 
less sexualized than Lara in Tomb Raider 1. Overall, female gamers 
would probably find identification with Chase easier in terms of design. 
 
But, like Lara, there are other aspects about Chase that make it hard for 
women to identify with her. She too has no love interest in her life and 
the fact that she always appears to be single enhances the notion of her 
being a plaything for male players. It indicates that she too is designed 
for men and not for women to identify with.  Like Lara, Chase always has 
to appear available to men and yet remain just out of reach in order to 
maintain the interest of men (“A Postmodern Analysis of Lara Croft” 25). 
This appearance is enhanced by the camera angle from which she is 
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viewed during the game – the same camera angle used for Lara. The 
biggest difference between how Chase is viewed and the way Lara is 
viewed is that Chase is always inside a vehicle and her buttocks are 
therefore not permanently on display, as is the case with Lara. This 
allows for a less male-oriented and voyeuristically pleasing camera angle 
and perhaps one more acceptable to females: another aspect that makes 
Chase Hollywood Stunt Driver less sexualized than Tomb Raider.  
 
As stated before, the idea of controlling women appeals to men (Gray 3), 
which then means that the camera angles chosen favour the male rather 
than female gaze. Additionally, a first person shooter camera angle would 
have made it easier for female gamers to identify with the character, and 
would have made the game experience more real for the player, 
regardless of gender. Chase may be an empowered woman, but, like 
Lara, she is still dependent on the guidance of men, which essentially 
reduces her to just another beautiful woman men can control (Gray 2). 
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Figure 3  










 “Tomb Raider 2.” Online image. Tombraiderchronicles. 18 Jan. 2008.  
<http://www.tombraiderchronicles.com/tr2/screenshots_08.html>   
 
Figure 5 
“Tomb Raider 4 – The Temple of Horus” Skribblerz. 18 Jan. 2008. 
<http://www.skribblerz.com/tr/trc/tr4fhorustemple.htm> 
    
Figure 6 
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Figures 7 & 8 
Screenshots from Tomb Raider 1. Personal screenshots by author. 7 Feb. 
2007.   
 
Figures 9 & 10 
Screenshots from Tomb Raider 2. Personal screenshots by author. 7 Feb. 
2007. 
 
Figures 11 & 12 
Screenshots from Tomb Raider 3. Personal screenshots by author. 7 Feb. 
2007. 
 
Figures 13 & 14 
Screenshots from Tomb Raider 4. Personal screenshots by author. 7 Feb 
2007. 
 
Figures 15 & 16 
Screenshots from Tomb Raider 5. Personal screenshots by author. 7 Feb. 
2007. 
 
Figures 17 & 18 




"Inside the Natla Tech building, Lara reads a book she found in a 
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cabinet." Online Image. Larashots. 3 Feb. 2007. 
<http://larashots.com/TR1various.html>   
 
 
Figure 20  













"ScreenShots/tr5scrn_10.jpg". Online image. 12 May 2003. PlanetLara.  






"Tomb Raider: Angel of Darkness Screenshots Image #13". Online 
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image. 5 Jan. 2004. Firingsquad. 3 Feb. 2007. 




Chase featured in NAG Magazine. Supplied to author via email by Dan 
Wagner. 19 Oct. 2005. <www.i-imagine.com> 
 
Figures 26 – 29 
 
Earlier character concepts to final rendering. Supplied to author via email 




Poster promoting Chase. Supplied to author via email by Dan Wagner. 
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Annexure A:  
E-mail interview with Dan Wagner from I-Imagine Interactive. 19 October 
2005. 
 
     QUESTIONS:  
1. Please introduce yourself in terms of your position in the company and your 
background.  
Dan Wagner, founder and Managing Director of I-Imagine Interactive. 
Background: 
Dan Wagner is one of the original 8-bit video game ‘addicts’. Early in his career he joined 
Sega’s distributors in South Africa (a division of Ozisoft) in the capacity of General Product 
Manager. His expertise in programming 3D hardware using Creative Graphics Library, at 
Creative Lab’s distribution, Super Diamond Computers, led to his decision to enroll as a 
student at Digipen Applied Computer Graphics School, in Vancouver Canada. He earned the 
distinction of graduating with excellence. In spite of receiving attractive job offers from some 
of the world’s leading game development studios, Dan decided to return to South Africa and 
actualise his dream of establishing a locally based, world class game development studio. 
About the game: 
2. Which target market were you aiming at when you developed the game?  
Our game was targeted at a wide audience of console gamers aged 15 – 40.  
3. What type of research did you do to assist with the development of this game, for 
instance to reach your target market?  
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The racing genre is a top selling genre. What we did is look for a way to differentiate our 
game from your basic track racing game, to appeal to a wide audience and stand out 
amongst a very competitive market. 
4. How much creative freedom did you have with the game design or were you 
following a strict client brief?  
The idea for the game was our own, so we had complete creative freedom, but did take input 
from our publisher towards the end of the project when they assigned their own producer. 
5. What degree of realism was aimed at with the game design? And was this an 
aesthetic decision?  
The style of the game was designed to look and feel arcade-like. Gamers like to do things 
they can’t in real life, and hence our game allowed players to easily perform stunts, though 
the vehicle handling had realistic physics. 
6. What did you aim for as the strongest selling point in the game?  
The uniqueness of a game based on doing Hollywood-like stunts.  
7. Can you give me an idea of how many copies have been sold?  
In excess of 170 000 units in Europe and North America. 
8. Did the number of copies sold meet your expectations?  
Considering it was our first title and launched only a few months after the Xbox had been 
released in Europe, and that the publisher had done little marketing for the game, it did very 
well.  
9. In designing any game – do you aim to attract women gamers as much as male 
gamers?  
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It’s really more dependent on the game we make. In this case the racing genre is 
predominantly male. Our core focus is to make the game fun to the average gamers, be they 
male or female. 
10. Do you know what the ratio of female versus male consumers of this game is?  
The latest research from the US is done by the ESA www.theesa.com. They supply the 
following stats, but do not break it down by game genre: 
Forty-three percent of game players are women.  
Women over the age of 18 represent a greater portion of the game-playing population than 
boys from 6 to 17 (28% and 21% respectively).  
11. Aside from the racing, does the game feature a developing story and if so what is it?  
The design of the game had an underlying story though this was not carried through into the 
game. This was an arcade game and hence the key component was fun and fast 
progressive levels. 
12. Are you planning any sequels?  
No final decision on this has been made yet. 
13. Is the game restricted to one driver, being Chase only, or are there options?  
The single player or career mode allows you to play the character of Chase only. The 
multiplayer games allow up to four players to play together. 
14. Does the game feature any elements that could distinguish it as being South 
African?   
We have one scene in the game where Chase makes use of a parachute, which has a large 
South African flag on it. 
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The character Chase: 
15. Who were the people involved in creating the character Chase Corrado?  
There were many people involved in the creation of the character. The character changed a 
few times during development until both the publisher and we were satisfied. 
16. What was the inspiration behind creating the character?  
We like the juxtaposition of having a woman stunt driver versus the opinion that “women are 
bad drivers”. We researched real stuntwomen, such as Gerogia Durante, and many films, 
such as Speed. 
1. Was there any reason behind having a female character in a car racing game? Or 
was the brief from the start to have a girl?  
The brief was to have a woman from the start. The simplest reason behind this was that it 
wasn’t the norm. 
18. Has Chase changed much physically from your original idea of her?  
Chase has certainly evolved over time: Below are some earlier versions of Chase 
Is she based on anyone you know?  
No 
19. Is there a story behind naming the character Chase Corrada?  
CHASE CORRADA 
Chase’s mother passed away during her birth and her father chose not to remarry. She grew 
up somewhat of a tomboy, dueling neighbourhood boys to tricycle races instead of going to 
ballet classes. During childhood, Chase already showed great interest in her father’s career, 
which was stunt driving. 
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Instead of preoccupying herself with the usual pastimes of girls her age, Chase spent most 
of her time with her father in the garage and on set. Chase had her first go-cart accident 
when she was six; she came out of it laughing and never looked back. 
After her father’s refusal to train her in racing and stunt driving, a teenage Chase custom 
built a ’71 Trans Am drag racer she called El Toro, and secretly began competing in drag 
races. She won every race. Despite the fact that a girl was beating them, all the drag racers 
accepted their defeat and a few even became close friends with the enigmatic young 
woman. After witnessing one of his daughter’s triumphant races, Griffin decided to train her – 
he could not deny her talent. 
As fate would have it, Mr. Chin, legendary action movie director and close friend of Chase’s 
father, noticed the young stunt actor on a training track. He invited her to do a stunt-audition 
for his next blockbuster movie – and as with any other of her endeavours – Chase 
succeeded.  
Although young, Chase is proving to be highly gifted, extremely professional and very 
precise in executing stunts. And even though safety is one of her highest priorities, she will 
not back down from any stunt – no matter how big, or how huge the explosion or jump. 
Chase easily does stunts that few stuntmen can emulate – including her biggest rival, Rick 
Baen. 
Chase has the potential to not only become the best stunt actor in the industry – but possibly 
the greatest ever. 
CHARACTERISTICS 
• She has a shy yet sexy look in her eyes, with a mouth that's always set in a shy 
smile (except when concentrating on what Mr. Chin is directing or when Baen is nearby).  
• Her eyes are always friendly, but a tilt in her head with a piece of hair always 
hanging over her eyes suggests a bit of adventure and danger lurking underneath the 
feminine veneer.  
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• Although she is a stuntwoman, she still walks like a lady with an air of mystery 
around her.  
• Her motions and movements are fluent and self-assured.  
• When she smiles, the smile starts from the right corner, giving her a bit of a sexy, 
teasing undertone.  
20. In designing the character, did the success of Lara Croft from Tomb Raider ever 
cross your mind or become part of your discussions?  
I don’t think you can create any female heroine in a game without thinking about Lara Croft. 
We examined the way Lara Croft developed with new and more powerful hardware. 
1. Was Chase ever featured in other media such as television, print advertising, 
magazine covers, etc?   
Yes, several. 
22. How often is her full figure shown in the game and can you describe from a player 
point of view how she is seen.  
Chase is mainly shown in vehicles, as the game is focused on driving. How much is seen of 
her is dependant on the vehicle. For example on a motorbike her full figure will be shown, 
but in a car, only her upper body will be visible. Normally the player will see the character 
from behind (as he/she is driving), however if the player chooses to see the replay cameras 
he will see all types of camera angles. 
There are also a few cutscenes where the player will see Chase’s full figure. 
23. How much character development did you invest into this character, in terms 
of: personality, background story, history, family, etc?  
The character background developed and improved over the course of the game production. 
However this was used more in marketing such as interviews than in the game. 
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24. Is she being promoted as a single woman or does she form relationships within the 
game?  
Single, independent woman. 
25. How would you say males relate to the character Chase Corrada?  
Since we never got around to building the story in the game and you mainly see her behind 
the wheel of a car, I would say that guys just see her as a sex symbol.  
26. In creating the character, did you hope that Chase would become a fantasy model 
for men?  
In designing games we try to look at franchise opportunities, so certainly making a 
marketable character was one of them.  
27. How do you think women relate to Chase?  
As the story behind the character is not really revealed in the game, most women would 
probably just see her as a sex symbol to appeal to men. 
Though ironically although I played a key role in creating Chase, I had two women working 
with me intricately in both how she looked and her background story. 
1. Do you think she could be seen as a good role model for women/girls?  
The character itself I think would be a good role model. She starts off a bit of a rebel, but 
ultimately she is a young independent woman that chases her dreams and aims for the top.  
29. What inspired her outfit, perhaps looking at elements such as style, colour, comfort 
and sex appeal? Is this type of outfit based on the attire usually worn by stunt 
drivers?   
In the game Chase wears outfits to fit the movie that she is in. Her main outfit was chosen to 
be sleek, easy to maneuver in and certainly sex appeal.  
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30. Does she ever wear less clothing?  
No 
31. Is there any particular reason why Chase has dark hair and not blonde?  
Originally Chase had red hair, but ultimately we chose brown. The choice was more 
aesthetic then anything else. Our goal was to make her as normal looking as possible. 
32. Is there a story behind the size of her breasts?  
The publisher really made the call on this one. We just tweaked the pixels (many times) until 
they were happy. 
33. Did you feel any pressure from feminine debates surrounding female characters in 
games?   
No. 
34. What positive and negative feedback have you received surrounding the character?   
We have never received any external feedback regarding the character. 
35. Will the character have her own fan website?   
No.  
 Company information: 
37. There seems to be a shortage of females in the gaming industry - in designing this 
game, what was the ratio of female employees versus male employees in the 
company? Did this change after the game?   
There certainly is a shortage in the industry. About a year into production we hired one 
female artist, who landed up doing the main redesign of Chase. She eventually moved on 
(over a year after Chase was released). Currently we are once again an all male company. 
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X-Gamer Chase Preview provided by I-Imagine Interactive. 
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